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INTRODUCTION 


The Government of Madras took up for consideration the 
question of publication of the various manuscripts in different 
languages on subjects like Philosophy, Medicine, Science, etc., 
early in May 1948. Important Manuscripts Libraries in the 
Madras Presidency were requested to send a list of unpublished 
• manuscripts with them for favour of being considered by the 
Government for publication. The Honorary Secretary of the 
Tanjore Maharaja Serfoji’s Sarasvathi Mahal Library, Tanjore, 
alone complied with this request. This list as well as a similar 
list of unpublished manuscripts in the Government Oriental 
Manuscripts Library, Madras, were carefully examined and a 
tentative selection of manuscripts suitable for publication was 
made. The Government in their Memorandum No. 34913/ 
48-10, Education, dated 4th April 1949, constituted an Ex¬ 
pert Committee with the Curator of the Government Oriental 
Manuscripts Library, Madras, as the Secretary, for the final 
selection of manuscripts suitable for printing and for estimating 
the cost of publication. 

The following were the members of the Committee :— 

1 Sri T. M. Narayanaswami Pillai, .m.a., b.l. 

2 Sri R. P. Sethu Pillai, b.a., b'.ia • •,».. 

3 Sri C. M. Ramachandra Chettiar, b.a., b.l. 

4 Sri R. Krishnamoorthy (Kalki). 

5 Dr. N. Venkataramanayya, m.a., ph. d. 

6 Sri M. Ramanuja Rao Naidu, m.a. 

7 Sri V. Prabhakara Sastri. 

8 Sri N. Venkata Rao, m.a. 

9 Sri H. Sesha Ayyangar. 

10 Sri Masti Venkatesa Ayyangar. 

11 Sri M. Mariappa Bhat, m.a., l.t. 

12 Dr. C. Achyuta Menon, b.a., ph.d. 

13 Dr. C. Kunhan Raja, m.a., d. phil. 

14 Dr. A. Sankaran, m.a., ph.d., l.t. 

15 Sri Polakam Rama Sastri. 

16 Sri S. K. Ramanatha Sastri. 

17 Dr. M. Abdul Haq, m.a., d. phil. (Oxon.) 

18 Sri Afzul-ul-Ulama Hakim Khader Ahamed. 

19 Sri P. D. Joshi. 

20 Sri S. Gopalan, b.a., b.l. 

21 Sri T. Chandrasekharan, m.a., l.t. 
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With the exception of Sri Masti Venkatesa Ayyangar, and 
Dr. C. Kunhan Raja, the above members continued to be mem* 
bers of the Expert Committee for 1950-51 also to which the 
following gentlemen were added in Government Memos. Nos. 
7297-E/50-3, Education dated 19th May 1950, and Government 
Memo. No. 15875-E/50-4, Education, dated 7th September 1950:— 

1 Dr. A. Chidambaranatha Chettiar, m.a., ph.d. 

2 Sri S. Govindarajulu, b.a., b.l., ll.b., Bar-at-Law. 

3 Capt. G. Srinivasamoorthy, b.a., b.l., m.b. & c.m. 

4 Dr. Muhammad Hussain Nainar, m.a., ph.d. 

5 Sri T. V. Subba Rao, b.a., b.l. 

6 Principal, College of Indian Medicine, Madras. 

The members of the Committee formed into Sub-Committees 
for the various languages, Sanskrit, Tamil, Telugu, Kannada, 
Malayalam, Mahrathi and Islamic Languages. They met during 
the month of May 1949, at Madras and at Tanjore to examine the 
manuscripts and make a selection. The recommendations of the 
Committee were accepted by the Government and they decided to 
call these publications as the “ MADRAS GOVERNMENT 
ORIENTIAL SERIES,” and appointed the Curator, Government 
Oriental Manuscripts Library, Madras, as the General Editor of the 
publications under this series. 

The following manuscripts were taken up for publication 
during 1949-50 :— 


“A” FROM THE GOVERNMENT ORIENTAL MANUSCRIPTS 

LIBRARY, MADRAS. 

TAMIL 


1 KappaHattiram. 

2 Anubhava Vaiddiya Murai. 

3 Attanakolahalam. 

4 UpadeSa Kandara. 

5 Colan Purva Pattayam. 

6 Sivajnana Dipam. 

TELUGU 


1 Ausadha Ydgamulu. 

2 Vaidya Nighantuvu. 

3 Dhanurvidya Vilasamu. 

4 Ydga DarSana Visayamu. 

5 Khadga Laksana $iromani. 
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SANSKRIT 

1 Visanarayaniyam (Tantrasarasangraha). 

2 Bhargava Nadika. 

3 Hariharacaturangam. 

4 Brahmasutravrtti—Mitaksara. 

• • 

5 Nyayasiddhanta Tattvamrtam. 

MALAYALAM 

1 Garbha Cikitsa. 

2 ( a) Vastulaksanam. 

(i b ) ^ilpavisayam. 

3 Mahasaram. 

4 Kanakkusaram. 

5 Kriyakramam. 

6 Kanakkusaram (Balaprabodham). 

KANNADA 

1 Lokopakaram. 

2 Rattamatam. 

• • 

3 A^va^astram. 

4 Vividha Vaidya Visayagalu. 

5 Sangltaratnakaram. 

6 Supagastram. 


ISLAMIC LANGUAGES 

1 Jamil-AI-Ashya. 

2 Tibb-E-Faridi. 

3 Tahqiq-Al-Buhran. 

4 Safinat-Al-Najat. 

“B” FROM THE TANJORE MAHARAJA SERFOJI’S 
SARASWATHY MAHAL LIBRARY, TANJORE. 

TAMIL 

1 Sarabhendra Viddiya Murai (Diabetes). 


2 

Do. 

(Eyes). 

3 

Do. 

(Anaemia). 

4 

Do. 

(Svasakasam). 


5 Agastiyar 2,000. 

6 Konkanar£arakku Vaippu. 

7 Tiruccirrambalakkdvaiyar with Padavurai.* 



IV 


8 Talasamudram. 

9 Bharatanatyam. 

10 (a) P3ndikeli Vilasa Nitakam. 

(b) Pururava Cakravarti Natakam. 

(c) Madana Sundara Vilasa Natakam. 

11 Percy Macqueen’s Collection of Folklore in the Madras 

University Library. 

12 Ramaiyan Ammanai. 


TELUGU 


1 Kamandakanitisaramu. 

2 TaladaSapranapradipika. 

3 Raghunatha Nayakabhyudayamu. 

4 Rajagopala Vilasamu. 

5 Ramayanamu by Katta Varadaraju. 

MAHRATH1 

1 Natya^astra Sangraha. 

2 (a) Book of Knowledge. 

(b) Folk Songs. 

(c) Dora Damn Veni Paddhati. 

(d) ASvasa Catula Dumani. 

3 (a) Pratapasimhendra )fijaya Prabandha. 

(b) &arabhendra Tlrthavali. 

(c) Lavani. 

4 Devendra Kuravanji. 

5 Bhakta Vilasa. 

6 Sloka Baddha Ramayana. 

SANSKRIT 

1 ASva^astra with Tricolour illustrations. 

2 Rajamrgahka. 

3 Anandakandam. 

4 Ayurvedamahodadhi. 

5 Gita Govinda Abhinaya. 

6 (a) Colacampu. 

(b) Sahendra Vilasa. 

7 Dharmakutam—Sundara Kanda. 

• • 

8 Jatakasara. 

9 Visnutattvanirnaya Vyakhya. 

10 Sangita Darpana. 

11 Bljapallava. 
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During 1950 only the Sub-committee for TAMIL, TELUGU 
and KANNADA met in the month of July 1950 at Madras. 

The following books were taken up for publication in the 
various languages during 1950-51:— 

TAMIL 

1 Datcanayanar Vaiddiya Attavanai. 

2 Vaiddiyak Kalanciyam. 

3 Anubhava Vaiddiya Murai, Vol. 3. 

TELUGU 

1 Saivacarasangrahamu. 

2 Anubhava Vaidyamu. 

3 Abhinayadarpanamu. 

* 4 

SANSKRIT 

1 Arogyacintamani. 

2 Tattvasara with Ratnasarini. 

3 Sutrarthamrta Lahari. 

4 (a) Ratnadlpika. 

(b) Ratnasastram. 

* 

MALAYALAM 

1 A^vacikitsa. 

2 Phalasarasamuccayam. 


KANNADA 

Vaidya Sara Sangraham Vol. I. 


During 1951-52, only the Sub-committees for TAMIL, TELUGU 
and MALAYALAM met in the month of April 1951. The follow¬ 
ing books were taken up for publication in the various languages 

TAMIL 

1 Saptarisinadi, Vol. I, Mesa Lagnam. 

2 Karnataka Rajakkal Savistara Carittiram. 

3 Bharata Siddantam. 

4 Pillaippinivakatam, Vol. I. 

5 Anubhava Vaiddiyam, Vol. 4. 

6 Mattuvakatam. 
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TELUGU 

■ 

1 BrahmavidyS Sudharnavamu. 

2 Rjigatalacintamani. 

3 Vaidyacintamani. 

4 Kumararamuni Katha. 

5 Katamaraju Katha. 


SANSKRIT 

1 Dcvakeralam—Candrakala Nadi. 

2 Patanjala Yogasutra Bhasya Vivarana by Sri &ahkaracarya. 

MALAYALAM 

1 Kilivandusamvadam. 

• • • 

2 Advaita Vedantam. 

3 Barhaspatyasutra with Malayalam commentary. 

4 Karanapaddhati. 


KANNADA 

1 Sadgururahasyam. 


ARABIC 


1 Shawakil-Ul-Hur. 

In Government Memorandum No. 18947-E/52-2, Education, 
dated 7th AuguSx 1952, a few changes were made in the per¬ 
sonnel of the Expert Committee. 

The names of the following members were deleted :— 

1 Sri V. Prabhakara Sastri. 

2 Dr. C. Achyuta Menon. 

3 Dr. M. Abdul Haq. 

The following gentlemen were included as members of the 
Expert Committee :— 

1 Sri M. Somasekhara Sarma. 

2 Dr, V. Raghavan, m.a., ph.d. 

3 Dr. R. Nagaraja Sarma, m.a., ph.d. 

4 Dr. S. Krishnan Nayar, m.a., ph.d. 

5 Prof. S. A. Bukhari, m.a. 

The Sub-Committees for all the languages met during September 
1952 for selecting manuscripts for publication. 
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The following manuscripts were taken up for publication during 
1952-53 :— 


TAMIL 

1 Saptarisinadi, Vol. II—Virusabha Lagnam. 

2 Temple Inscriptions of South India, Vol. I. 

TELUGU 


1 Sarlramu. 


KANNADA 


1 Bijjalaraya Carite. 

2 Vaidyasara Sangraham, Vol. II. 

MALAYALAM 


1 Vidyamadhavlyam. 

2 Sarvasadharana Cikitsa. 

3 Visacikitsa and Visappattusaram. 


SANSKRIT 

1 Nyayaratnam with the commentary—Dyutimalika. 

2 Cikitsatilakam. 

3 Nrttaratnavali. 

• 

The Government in their G. O. Ms. No. 1820, Education, 
dated 4th August 1952, sanctioned a grant of Rs. 9,000 to the 
Dr. V. Swaminatha Aiyar’s Tamil Library, Adyar, towards the 
publication of the following manuscripts as part of the “Madras 
Government Oriental Series ” :— 

1 Tiruvacaka Vyakyanam. 

2 Mahabharata Cudamani. 

• • 

The following books were taken up for publication during 
1953-54 :— 


TAMIL 

1 Saptarisinadi, Vol. Ill, Mithuna Lagnam. 

2 Temple Inscriptions of South India, Vol. II. 

TELUGU 


1 Bharatasarasangraha. 
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KANNADA 

1 Manmathavijayam. 

MALAYALAM 

1 Jnanaplyusam. 

SANSKRIT 


1 Daivajnabharanam. 


PERSIAN 


1 Baharisthan Sukhan. 

Out of the seven books taken up for publication, five books 
excepting one in Telugu and one in Persian were printed during 
the year. 

The following books were taken up for publication during 

1954-55 : — 


TAMIL 

1 Pi/jaippinivakatam (on Infantile disease), Vol. II. 

2 Saptarisinadi, Vol. IV, Kataka Lagnam. 

3 Perur Kovai. 

4 SiddhantaviJakkam. 

5 Samudrikalaksanam. 

6 Anandaranga Kovai. 


KANNADA 

1 Abhidhanaratnamala. 

2 Vyavaharaganita. 


MALAYALAM 

1 Vetajapancavim^ati. 

2 Yudhisthiravijayam. 


SANSKRIT 

1 Abhoga. 

2 Aumapatam. 

3 Mahabhaskarlyam. 


PERSIAN 


1 Nuskha-e-Shajahani. 



IX 


It is hoped that the Publication of most of the important 
manuscripts will be completed within a few years. 

Some of the manuscripts taken up for publication are repre¬ 
sented by single copies in the Library and consequently the mistakes 
that are found in them could not be corrected by comparing them 
with other copies. The editors have, however, tried their best to 
suggest correct readings. When different readings are found, they 
have been given in the footnotes except in the case of a few books 
in which the correct readings have been given in the footnotes or 
incorporated in the text itself. 

The Government of Madras have to be thanked for financing 
the entire scheme of publication although there is a drive for 
economy in all the departments. The thanks of the Library are 
due to the members of the Expert Commitee who spared no pains 
in selecting the manuscripts for publication. We have also to 
thank the various editors, who are experts in their own field, for 
readily consenting to edit the manuscripts and see them through 
the press. The various Presses that have co-operated in printing 
the manuscripts in the best manner possible also deserve thanks 
for the patience exhibited by them in carrying out the corrections 
made in the proofs. 

The manuscripts on which this edition of the Nrttaratnavali is 
based are described in the Editor’s learned Introduction. 


Government 1 

Oriental Manuscripts Library, y A. A. RAMANATHAN. 

Madras. ! 
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PREFACE 


The Nrttaratnavali of the Kakatiya General Jaya-senapati, edited 
here for the first time, is an important treatise which has interest to 
students not only of Natya literature, but of Andhra history also. 
My own interest in the work extends to over three decades. 
1 read it first at the Sarasvati Mahal, Tanjore, where alone it was 
known to exist in two manuscripts, and gave a brief account of it in 
1932 in my paper Later Sanglta Literature 1 , and later, in connection 
with my research work in the Madras University on the Abhinava- 
bharatt , the Srrtgara Prakasa etc., a transcript* of the text was 
obtained from one of the Tanjore Mss. for the Madras Government 
Oriental Manuscripts Library by my revered Professor, MM. Prof. 
S. Kuppuswami Sastriar, Curator of the Library at that time. From 
time to time enthusiastic but infructuous attempts had been made to 
publish the work and 1 am glad, that at last it was possible for roe to 
bring out a critical edition of it in the Madras Government Oriental 
Series. For including this valuable work in this Series, the authorities 
of the Series may well be congratulated. 


When my edition of the text on the basis of its two Tanjore Mss. 
was progressing, I had to be absent from the country for nearly a 
year for a survey of Sanskrit manuscripts in European libraries, but 
the interruption in the work had its compensation in the coming to 
light of a third manuscript, though unfortunately incomplete, of the 
work in the Asiatic Society of Bengal, Calcutta. For having been 
able to use this third manuscript, I must thank my friend Prof. 
Chintaharan Chakravarti and the authorities of the Asiatic Society 
of Bengal. A further compensation was that during this period of 
unavoidable delay in the publication of this work, 1 could make a 
personal visit to the sites of the Kakatiya capital with which this 
work is associated and of other Kakatiya monuments havirg 
dance-sculptures. I could also, during this period, see and study 

again the sculptures of dance-karanas in Tanjore, Kumbhakonam 

and Chidambaram. 


1. Sec Journal of the Madras Music Academy, vol. IV, 1933, p, 20 ! 

2. Described under R. 5659, Triennial Catalogue of Manuscripts 
vol. VIII, Sanskrit, Madras Govt. Ori. Mss. Library. 


1931-34 
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To supplement my critical apparatus I had to utilise in manus¬ 
cript or transcript many other dance-texts which I have mentioned 
in the Introduction. For affording me facilities to borrow these and 
keep some of them for the duration of my work on this edition, 
I have to express my gratitude to the authorities of the Sarasvati 
Mahal Library, Tanjore, and the Adyar Library, Adyar. 

I must express my grateful thanks to the Vice-Chancellor and the 
authorities of the Madras University for permitting me to edit this 
work for the Madras Government Oriental Series. 

Fot affording facilities to study the dance - sculptures, I must 
express gratitude to the Archaeological Departments of Hyderabad 
(Andhra Pradesh) and of India. 

I have to thank also Sri N. R. Subbanna, m a.. Research 
Assistant and Kumari S. S. Janaki, m.a.. m. Litt., Research Fellow, 
both of the Sanskrit Department, Madras University, for assistance 
in the reading of the proofs and the preparation of the 
Indexes. 

Thanks are also due to the authorities of the Govt. Oriental 
Mss. Library, Madras and Sri Ramachandra Printing Works, 

Madras-14. 


University Of Madras, 
Madras-5 


V. RAGHAVAN 



ILLUSTRATIONS 

Three Dance Sculptures of the Kakatlya period—bracket 
figures from Ramappa temple, Palampet. See pp. 87, 115 of the 
Introduction. 
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Talapuspaputa, the first (pp. 90-91 of the Introduction)—the Kara¬ 
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Introduction). 






















INTRODUCTION 

I 

MSS. MATERIAL 

The present edition of the NrttaratnQvali is based on three 
manuscripts, two full ones in the T. M. S. S M. Library, Tanjore, 
and a fragment in the Asiatic Society of Bengal, Calcutta. The 
following are the details about these mss. referred to in the foot¬ 
notes as A, B and C. 

A. This is a Telugu Palm-leaf ms. in the T. M. S. S. M. Library, 
Tanjore, bearing the old Burnell no. 11540 and described under no. 
10672 of the new Descriptive Catalogue of the Library, vol. XVI. 
The ms. is highly corrupt and generally worse than the other Tanjore 
ms. noted below, though occasionally better than the latter and very 
helpful. The copy in this ms. had been revised by someone and 
some corruptions have been marked and emendations noted. In 
this and the second Tanjore ms. also, even where the lettering is 
correct, wrong spacings and separations of words cause trouble by 
creating misleading readings. 

B. Another Telugu Palm-leaf ms. in the same Library, Burnell 
no. 11541, new Descriptive Catalogue no. 10673. This is also full of 
mistakes. The Transcript in the Madras Govt. Oriental Mss. Library 
and my basic copy are from this manuscript. 

Both A and B have gaps, short and long; though a few of these 
are common to both and have necessitated my leaving a gap in the 
text presented and reproducing in the footnotes the corresponding 
portions from Bharata or some later writer, there are some places 
where the break in one ms. is made good by the other. 

C. This is a fragmentary Devanagari paper manuscript belonging 
to the Asiatic Society of Bengal, noted on p. 58 (No., 1112) of the 
“Alphabetical List of Mss. purchased for the Government of 
Bengal upto 1891” and printed at the end of vol. XI of Notices 
of Sanskrit Manuscripts by H. P. Shastri, Calcutta, 1895. In the 
course of his preparation of the description of this manuscript 
for the further volumes of the Descriptive Catalogue of Sanskrit 
Manuscripts in the Asiatic Society, Prof. Chintaharan Chakravarti 
drew my attention to it and thanks to the help of the authorities of 
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the Society, I could borrow the manuscript. This ms. extends from 
about the beginning of chapter IV, starting exactly at verse 11, 
near the end of its first half,l to about the middle of chapter VII, 
ending exactly at verse 132, near the end of the first half of the 
verse.2 It bears the library number 1112-57-D.6; as its sheets are 
numbered 9 to 30, the text in the original ms. itself could have 
started only from about, the middle of chapter III. The ms., as 
can be seen from the footnotes at the relevant places in the present 
edition, is not free from gaps, but luckily some of the gaps in 
both A and B could be filled up with its help. The writing 
of the ms. is extremely difficult; apart from indication of e , ai , o and 
3u by dandas on the sides and the absence of anusvara, the letter-forma¬ 
tions are not normal; the original had not been read properly by 
the scribe and spelling mistakes also abound in the ms. However, 
taken together with A and B, it proved to be of inestimable assistance 
and I should say, the places where none of the three mss. could 
be helpful were comparatively few. 

II 

EXTERNAL TESTIMONIA 

In technical subjects and branches of knowledge of an out of the 
way nature, a perusal of the literature shows two features which 
students of textual criticism and editors of works have to bear in 
mind; while on the one hand, the scribes tend to commit a number 
of mistakes in respect of the unfamiliar technical terms, on the 
other, the texts themselves lend to repeat or re-cast earlier ones and 
are, for the same reason, likely to be drawn upon heavily by later 
writers on the subject. As a result of the first factor, the question 

of the availability of adequate mss. and the importance of ms.- 

* 

evidence get modified, for even in the face of a corrupt reading 
attested by all the mss. collated, one has to resort to the concerned 
£astra itsef and the light of other related texts. This light from 
outside helps in two ways: (1) Emendation of the corrupt passage, 
and (2) Justification or restoration of the lectio difficilior without 
understanding which the scribe had over-simplified his text. It is 
while resorting more to these two, emendation and restoration of the 
difficult but correct reading, that one has to equip oneself with 
adequate and helpful external testimonia in the form of allied works 
on the subject to which the text on hand is related, as a derivative 
on one side and a source on the other. It becomes most helpful when 

1, 2. See pp. 101 and 224 of the present edition. 
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as a result of extensive study, one is able to trace the track of the 
borrower’s feet, so to say, and establish, similar to the stemma 
codicum of mss., a complementary literary geneology of texts. 

In the present case, I have, as can be seen from the footnotes, 
supplemented the help I got from the two and a half defective mss. 
with that of a good number of allied Natya works in print as well 
as in ms. A full list of these texts used as additional testimonia is 
included in the general bibliography, but here it is necessary to 
describe specially those that are still in ms. and whose procurement 
was necessary for the work. 

1. The music and dance sections of the Abhilasitarthacintamani 

• • 

or Manasollasa of King SomeSvara of Kalyan, compiled in A.D. 

* 

1131. Jaya expressly refers to Somesvara. I used my own collated 
transcript of these two sections of SomeSvara’s work in two mss. of it 
in the Bhandarkar Oriental Research Institute, Poona, nos. 115 and 
116 of 1873-74. 

2. The Sangitasamayasara of ParSvadeva. This text has been printed 
in a very unsatisfactory manner in the Trivandrum Sanskrit Series and 
I used for my work the transcripts and collations I have made from 
three mss. of this text for the critical edition of ParSvadeva’s treatise 
which I am preparing. The Sangitasamayasara is particularly notewor¬ 
thy for its Z>e.?/-material and Z)e,?/-terminology in music and dance, 
and as Jaya devotes a special section to DcSi-nrtta , Parsvadeva was 
of some use in tackling this most difficult part of the work, namely 
the DeSi-nrtta. 

3. The Nrtyaratnako&a or the dance-chapter of Kumbhakarna’s 
(or Kalasena’s) Sangitaraja or Sahgitamimamsa. While toiling with my 
mss., I discovered from some allied material that Kumbha had used 
Jaya. It is highly interesting to note this textual relationship as the 
two writers were geographically separated. The circumstance 
proves the phenomenon, borne out by other evidences! in the literary 
history of Natya &astra, that North Indian writers looked to South 
India as a repository of tradition and a source of textual material 
which they made efforts to gather when they started on their own 
labours. This is proved further, in the present case, by the existence of a 
Devanagari ms. copy of our Nrttaratnavali. The ms. of the dance- 


* 

1. See my ‘Later Sahgita Literature ’, Journal of the Madras Music 
Academy, IV. p. 66, 
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chapter of Sahgitaraja I used is a transcript from its Baroda 
Oriental Institute ms. (no. 9931) belonging to Mr. Alain Danielou. 

4. The Sangita Cintamani of Vemabhupala alias Viranarayana. 
As I progressed in my editorial work, I discovered also that among 
works which had used Jaya’s treatise, the Sangita CintSmani of 
Verna (1402-1420 A. B.) was likely to be one, which, as its Telugu 
provenance would make it most natural, stood in a special relation 
of indebtedness to the Nrttaratnavall. Verna’s work is known 
to exist only in the Palace Library, Trivandrum.! I borrowed its 
transcript in the possession of Mr. Alain Danielou.2 

1. See Descriptive Catalogue of H. H. the Maharaja’s Palace Library, 
where two mss. of it are described under nos. 1417 and 1418. 

2. From time to time, scholars, particularly Telugu historians, have evinced 

interest in this work; as so far no detailed examination of the Trivan¬ 
drum mss. of this work has been published, I am giving here some 
important data about the mss. based on my scrutiny of Mr. Danielou’s 
transcript which has been made out of ms. No. 1417. 

The text is incomplete in this ms., breaking off towards the end of ch. 16 
with the Persian Mattalli dance, without completing the description of 
the DeSi -dance varieties. Ms. 1418 is also similarly incomplete, the 
text there breaking off a little before, with the opening lines of the 
description of the Maharashtrian De&'i -dance Caila-nrtta. Leaves are 
also in disorder and in the middle, there arc small and large gaps. As 
the ms. opens, (the second ms. has the same beginning as the first), we 
have the treatment of Tata-vadya in the Vadya-vibhaga which is really 
ch. 3. The Vadya-vibhaga ends with ch. 6. and owing to the disorder of 
the leaves we have the sequence of chs. 1-2 and 4-6 after ch. 3 on Tata. 
Ch. 1 deals with Marga-talas, ch. 2 DesJ-talas, ch. 4 Susira, ch. 5 
Avanaddha and Ghana and ch. 6 Vadya-prabandlias. Then follows the 
Nrtta-vibhaga : the chapter-numbering ‘three’ here is wrong. In this dance 
section of the work which forms the bulk of the ms., as it is, there is a 
large gap in chs. 1-3; after the beginning portions of ch. 1, the greater 
part of the treatment of Rasas in ch. 1, the whole of ch. 2 dealing with the 
further topics of Rasa, Vibhdva, Anubhava, Vyabhicaribhava etc. and the 
different kinds of Nayaka and the beginning of ch. 3^dealing with Nrtya 
are lost; i.e., in ch. 3, in the treatment of the six Ahgas of Aiigikabhinaya, 
the whole of &iras and the beginning of Haifa are lost. In the latter 
part of the Nrtta-vibhaga , the transcript marks ch. 13 as wanting; but an 
examination and comparison of this section with the enumeration of 
topics in ch. 1 show that in reality the former and greater part of ch. 13 
dealing with Purvarahga are available though under the wrong heading of 
ch. 14. It is^ the latter part and end of ch. 13 and the former part of 
ch, 14.that are really missing. This analysis discloses that we have yet to 
recover in ms, the actual music-portion, Glta-vibhaga, of Verna’s work. 
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To trace and check up different views, mata-bhedas , DeSi~\ ari- 
eties under different heads, and the technical terms, some other 
dance-mss. were also used by me. These represented texts which, 
though in no patent kinship with the Nrttaratnavall , were of general 
help. In this class were: 

5. The Sangitasudhakara of Haripala.l Two volumes, R. Nos. 
779 and 3082, Madras Govt. Oriental Mss. Library. 

6. The Sangitanarayana of the Parlakhimidi King Narayana.2 
I used for this the two volumes of the transcript of its ms. in the 
Madras Govt. Oriental Mss. Library (R. Nos. 3234 and 4212) and a 
transcript with Mr. Danielou. 

7. The Sahgltamuktnvali of Devendra.3 I am thankful to the 
authorities of the Sarasvati Mahal Library, Tanjore, for lending me 
their transcript volumes of this 4 and the other dance-mss. of that 
Library mentioned below: 

8. The Sangitamakaranda of Veda.5 Tanjore ms. no. 10724, 
Transcript no. 650. 

9. The LasyapuspanjaliS. Tanjore ms. no. 10714, Transcript 
no. 785 (a). 

10. The Nrtyanirupana or Nrtyapuspanjali. Tanjore ms. 10674, 
Transcript 785 (b). 


1. See my account ‘ Later Sahglta Literature' , Journal of the Madras 
Music Academy, Vol. IV, pp. 21-22; also Dr. S. Krishnaswami 
Ayyangar Commemoration Volume, Madras, 1936, pp. 402-416. 

2. See my ‘ Later Sahglta Literature' , Journal of the Madras Music 
Academy, vol. IV, pp. 74-76. 

3. ibid, pp. 80-81. 

4. For its Tanjore mss. See Nos. 10727-30 of the new Descriptive Cata¬ 
logue of the Tanjore Library; I used the Transcript (No. 781) which 
is made from the Tanjore ms. no. 10728 (B. L. no. 6646). A detailed 
analysis of this work will be published by me in the Journal of the 
Madras Music Academy. 

5. See my * Later Sahglta Literature ’, pp. 67-68. 

6. See my * Later Sahglta Literature' , pp. 67-68. 


Of the later works which definitely quote the Nrtyaratndvali 
the one that I know and have used in two places is the SangltasdrS- 
mrta of the Tanjore Maratha King Tulaja whose dance-chapter 
discovered and published by me has citations of two passages from 
Jaya’s work.l 

With the aid of all these materials, I have presented, I hope, a 
satisfactory text and only a few more places remain which could 
be further improved, if more such materials were available. The entire 
critical apparatus is set forth at the foot of each page and attention 
is also invited to sofrie additional textual notes given at the end of 
the text. 


Ill 

THE AUTHOR AND HIS PATRON 

The Nrttaratnavali edited here is, as already mentioned in the 
Preface, an important work of interest to both students of Natya 
and Andhra history. Its author is Jaya who describes himself in the 
colophons as the Senapati and Gaja-sadhanika of Maharaja Gana- 
patideva. 2 At the beginning of the work there is an eulogy on the 
author and the patron which tells us that King Ganapati, noting his 
intelligence, devotion and loyalty, took Jayana, the author, even as 
the latter was a boy, and placed him under Minister Gunda to be educa¬ 
ted and trained. 3 In the course of the work, the verse I. 16 refers to the 
author as Jayasenapati, II. 346 as Jaya-camupa, III. 68 as Jayanarya , 
III. 198 as G ajasainyandtha , IV. 1 as Jayana , V. 2 as Danli-sainya- 
pati , and VIII. 83, the concluding verse, as Jaya-senadhinatha. Apart 
from these, the author gives us the most important historical infor- 

1. See my Introduction to the Madras Music Academy edition of the 

Saiigitasurunirta, pp. xxv, xxvr, xxvii, xlii, xliii. 

« 

etc. 

qfqi n I. 13. 


3. 



mation of the actual date of the work in the beginning of ch. V. 
This chapter which opens the treatment of DeSl-nrtta says that -the 
author would describe the local and regional dances as prevalent at 
the time when King Ganapati was rulingl, and taking this occasion, 
he mentions, a few verses earlier, the year in which he wrote the 
Nrttaratnavall, -Kali 4355, cyclic year Ananda,2 i.e. A.D. 1253-4. 
From history and epigraphy, we know that Ganapati is the Kakatiya 
ruler of that name and the author Jaya, the commander of his 
elephant-forces ( Gajasadhanika ). 

The Kakatlyas3 are one of the major dynasties of the 
Andhra country to build up an empire and carve out a place for 
themselves not only in the political history of the land but in the 
more lasting contributions that the Telugu country made in the 
cultural field. The Kakatlyas, like similar dynasties which rose to 
power, had humble beginnings, having been feudatories of the 
Eastern Calukyas of Vehgi, and as in the case of royal houses in 
other parih of the country, enjoyed a spell of glory for about three 
centuries. Towards the end of the twelfth century, the Yadavas of 
Devagiri rose in power and developed as rivals of the Kakatlyas on 
the western side of the Deccan. In 1195, Kakatiya Rudradeva died 
at the hands of the Yadava Jaitrasimha. He was succeeded by his 
brother Mahadeva, who after a short and not very eventful reign 
(1195-98) obviously died at the hands of the same Yadava King 
with whom he was waging war. Mahadeva’s young son Ganapati 
became a captive at the Yadava court but was soon released by Jaitra¬ 
simha and restored to his kingdom. Though we might reckon 
Ganapati’s reign from 1198 itself, official records mentioning him 

STTfSTT wfct II 

an ^ i 

^ari apTTJPTR II V. 11-12 (p. 159) 

2. ^ arr^s sr% ijcTsrwTfrremt: (4355) i 

|| Y. 6 (p. 158) 

3. See M. Rama Rao, Political History of the Kakatlyas, Quarterly 
Journal of the Andhra Historical Research Society, VI, pp. 34 ff; 
M. Rama Rao, The Kakatlyas of Warangal ; M. Somasekhara Sarma, 
A Forgotten Chapter of Andhra History; P. Srinivasachar, A Corpus 
of Inscriptions in the Telingana Districts of H. E. H. the Nizam’s 
Dominions; and the Kakatiya Sancika. 
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appear only from 1202 A.D. 1 From this time onwards it was one 
continuous success, consolidation and extension of the power of the 
Kakatlyas. Ganapati proved an effective check on even the Yadavas 
and made his prowess felt on Kalinga as well as the Kancl-mandala- 
But the most important achievement of Ganapati is the subjugation 
of the minor chieftains within Andhra and the internal consolidation 
of the Telugu country. Ganapati may well be claimed as the first 
Telugu King to have unified the Telugu peoples and established an 
Andhra empire as such, and the description of this King at the begin¬ 
ning of ch.V (p. 159) of our text reflects truly his military glory. 

Among the local chiefs Ganapati subdued were the Ayya family 
holding the Krsna delta as subordinates of the Velanadu rulers. 
Pinacodi of this family had three sons, the middle of whom was Jaya 
or Jayana, and two daughters. Ganapati married these daughters of 
the Ayya chief and brought the valorous Jaya under his control by 
making him the commander of the imperial elephant-corps. The 
association of Ganapati and Jaya are seen from A.D. 1213 onwards, 
when Ganapati according to an inscription granted the Chebrolu 
village to Jaya.2 That Ganapati evinced a paternal interest in Jayana 
from the latter’s boyhood is expressly mentioned in the Nrttaratnavall: 

3TT^JTKT^ | (I. 13) 

and this is supported by one of the verses (no. 36) in the GanapeS- 
varam inscription of Jaya of Saka 1153 in which, as in the Chebrolu 
epigraph, a full account of Jaya’s family is given.3 The relevent 
verse, which is very close to the expression in the Nrttaratnavali-veTse, 
runs thus: 

ftigufa snfar 

1. The Pillamarri inscription. Corpus of Inscriptions in the Telingana 
Districts of H.E.H. the Nizam’s Dominions, Hyderabad Archaeologi¬ 
cal Series 13, pt. I, pp. 114-22, 194. 

2. Edn. Keilhorn, Epi. Ind. VI. 38 fif. It is interesting to note that the 
temple-endowment figuring in this epigraph includes houses for sixteen 
dancing girls. 

3. See the edition of this inscription by Hultzsch in Epi. Ind. Ill, pp. 
82-93. 
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The previous verse refers to King Ganapati marrying the two Ayya 
sisters, Narama and Perama and this one refers to Jaya as their 
younger brother ( anuja ) and very young in age (SiSu). 1 The King 
honoured him ( samarcya ) even as a boy according to our text; in 
corroboration of this we read in the above inscription : 

cET: 

11 37 11 

Verse 39 speaks again of our author as a Kumara at that time ; 

rasnRT i 

3TPT: ’TCR: 

We noted that according to the Nrttaratndvali young Jaya was 
placed by King Ganapati under Gundamatya for education. From 
Ganapati’s inscriptions, we know of no minister as such named 
Gunda, but we hear of an earlier general, Senapati, named Gunda 
who was, however, of the Malyala family2 and thus could not have 
been the minister. Among the subordinates of Ganapati were the 
Brahman chiefs of the lndaluri family who contributed ministers to 
the court; Ganapati’s minister Soma, from this family, had a 
brother Ganna who also was probably a minister at the court; but 
it would be too much to suppose that Gundamatya in our mss. is a 
corruption of Gannamatya. 

There is only one other Gunda whom we can mention in this 
connection. As will be seen from the account of Sanskrit literature 
under the Kakatlyas which follows, there flourished under Pratapa- 
rudra a Gundaya, in charge of the Brahmans and a scholar in Veda 
Sastra and Smrti and author of a commentary on the Khandana 


1. From this we are led to surmise that Jaya came to Ganapati even 
before 1213, the date of the earliest epigraph to mention them together. 
Mr. M. Somasekhara Sarma draws my attention to the fact that the 
conquest of Dvlpa (Divi) by Ganapati was effected long before the 
Chebrolu inscription and the Ayya family who were in Divi as the 
subordinates of the last Velanati chief should have therefore come into 
contact with Ganapati before 1213. 

2. Corpus of Ins, in the Tel. Dts., Pt. I. pp, 140 ff. 
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of&riharsa. But from 1213 or thereabouts when young Jaya was 
placed under a Gundamatya by Ganapati to C. 1300 when Pratapa- 
ruda was ruling, it is really a far cry and Gunda who was already a 
respected teacher and minister in 1213 cannot normally be expected 
to be still in harness at C. 1300. 

With the help of the above mentioned subordinates and officials, 
Ganapati enjoyed a glorious rule for sixty-four years. He passed away 
in 1262 A.D. and already his daughter and successor Rudramba had 
begun to exercise joint rule from 1258 onwards. 1261 A.D. registers 
Ganapati’s last official record, issued jointly with his daughter. 

Naturally the long and successful reign of Ganapati was attended 
with much artistic and literary activity. Our own author Jayasena- 
pati wrote the work Nrttarainavah on dance, and therein at the end 
of ch.V., he refers to a companion work of his on pure music, Gua- 
ratnavah : 


S? ^ mrTCcTTFTSm srafkrT: I (p. 172) 

It is said in some quarters that Jaya wrote similarly a Vadvci- 
ratnavall separately ; but no evidence is cited for this. 


IV 

SANSKRIT LITERATURE UNDER THE KAKATIYAS 

The Kakatlyas, like other dynasties elsewhere, extended liberal 
patronage to Sanskrit scholars and poets. Their inscriptions comprise 
a large number in highly ornate Sanskrit poetic style, a few of which 
display even the difficult bandhas and such feats as the omission of 
particular letters, niskanthya, nirosthya etc.l They are occasioned 
by endowments of villages for Sanskrit scholars and among subjects 
forming the speciality of these donees are to be met with different 
branches of Sanskrit literature. Some at least of the Sanskrit works 
of this period are very important, e.g ., our Nrttaratnavali itself, while 
some others have become very popular, e.g., the Alankara work 
Prataparudrayasobhusana.2 The last mentioned, which is also the 


1. See Corpus of Inscriptions in the Telingana Dts., pt. II, p. 9. 

2. Edns. Bombay Sanskrit Series, K. P. Trivedi, and Balamanorama 
Press, Madras. 
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best known work produced under these rulers, was written by poet 
Vidyanatha in praise of King Prataparudra, 1296-1323, the last of 
the Kakatiya rulers under whom the kingdom extended to its utmost, 
from Simhacalam to Kaiicl.l On the basis of a verse in which 
Vidyanatha compares himself to sage Agastya,2 some scholars 
have been holding the view that poet Agastya Pandita and'Vidyanatha 
are identical. Agastya, of course, is a well-known and prolific 
poet of this time, credited with seventy-four works,3 out of which 
three alone are now available, the Balabharata, a mahakavya, 
the Nalakirtikaumudl , a khanda-kavya in four cantos, and the 
Krsnacarita, a prose work. Agastya was the teacher of the royal 
poetess Ganga Devi of the Vijayanagara court who wrote the 
Madhurdvijaya or Vira-Kampardyacarita, and maternal uncle of the 
brothers Vi^vanatha who wrote the play Saugandhikaharana 4 and 
Narasimha who dramatised the Kadambari in his Kadambarikalyana - 
nataka.5 ViSvanatha’s Saugandhikaharana mentions King Pralapa- 
rudra in the Prologue. Vi^vanatha and Narasimha were sons of 
Gahgadhara Kavi, the sister’s husband of Agastya and according to 
the information given by Ganga Devi in her Madhuravijaya (I. 15), 
Gangadhara wrote a drama on the Mahabharata theme, a play yet 
to be discovered or identified. That patronage was extended to 
Jainism is seen from the Jain work Jinendrakalyanabhyudaya^ or 
Arhatpratistha written in Prataparudra’s time by Appayarya,7 pupil 
of Puspasenacarya; the work was completed on Sunday January 
20th, 1320 A.D. at the Kakatiya capital Warangal. In Telugu, there 
is the Niti&dstramuktavail of Baddena which is said to be based on a 
Nitisara in Sanskrit written by King Prataparudradeva: in the South 
Indian Sanskrit anthology, the Suktiratnabara8 of Kalingaraya 
Surya, a number of gnomic verses are extracted from a work called 

1. On his patronage of Tamil see M. Raghava Iyengar, Tamilarum 
Andhrarum. There is a stray verse of the famous author of the Tamil 
Ramayana, Kambar, showing Kambar’s association with Pratarparudra. 

2. See si. 60 (p. 66, Balamanorama edn.): 3n5R5T etc. 

3. See New Catalogues Catalogorum, I, p. 19a. 

4. Ed. Kavyamala 74. 

5. Ed. Madras, 1936. 

6. 7. See New Catalogues Catalogorum I, p. 196b, and Catalogue of Mss. 

in Central Provinces and Berar by Hiralal, no. 7239. There are two 
mss. of the work at Sravanabelgola. 

8. Trivandrum Sanskrit Series, no. 141. 
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Prataparudnya which is likely to be the Nitisara.l The poet &akalya 
Malla(u) Bhatta is also placed in Prataparudra’s court and a Vlra- 
Bhallata De&ika is also likewise mentioned;2 of these, the former 
was son of Madhava and composed the Udattaraghava Kavya,3 which 
judging from its two commentaries, 1 2 3 4 5 seems to have gained some 
renown. 3akalya Malla is credited also with the composition of a 
Nirosthya Ramayana.5 Vlra Bhallata DeSika seems to have been 
proficient in Natya£a$tra. 6 7 Like the NitiSastramuktavail, the Telugu 
Kfidabhirama is said to be based on a Sanskrit original which can be 
referred to this period, viz. the Premdbhirama of Ravipati Tripuran- 
taka. The Kolani family of chiefs who were, before their conquest of 
Kolanuvldu, called the Induluri chiefs, were ministers, generals and 
elephant commanders under the Kakatiyas.7 In the time of King 
Ganapati, one Soma-mantrin of this family was the King’s minister; 
Soma had a brother Peda Ganna ; the former had the son Manuma 
Ganna whose son was Kolani Rudradeva who was a powerful general 
under Prataparudradeva. This general Rudradeva is credited with a 
metrical grammatical work of the form of a commentary, called 
Rajarudnya or Slokavarttika-vydkhyd. In this work of which there 
are two mss., an original and a transcript, in the Madras Govt. 
Oriental Library, R. 3912 (a) and R. 5565, the author describes 
himself as the chief commander, as also the custodian of the Seal, 

under Kakatjya Prataparudra: 311f^<lft 

^ i (<?/. r. 3912 

(a), palmleaf ms. in Telugu script). The identity of the author is also 


1. See my paper on this anthology. Journal of Oriental Research, Madras, 
vol. XIII, p. 306. But an examination and comparison of the Pratapa- 
rudrlya quotations in the Suktiratnahara with Baddena’s NTtisastra- 
muktavalT does not bear out the belief. Dr. M. Rama Rao takes the 
Nitisara as the work of the earlier Kakatlya King Rudradeva, 1158*96 
A.D. (see his ‘ The Kakatlyas of Warangal', p. 52), which seems to be 
wrong. 

2. See M. S. Sarma, History of the Reddi Kings, p. 426. 

3. Madras Govt. Ori. Mss. Library, D. 11457. Printed, Bombay. 

4. Ibid. D. 11458, R. 2332. 

5. Referred to in the Telugu Nirosthya Kavya, Dasarathanandanacarita. 

6. See M. Somasekhara Sarma, ibid., p. 426. 

7. M. Somasekhara Sarma, A Forgotten chapter of Andhra History, pp. 
25-28; the geneology furnished by Kolani Ganapatideva in his Telugu 
work iivayogasara. 
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clear from the mention of the author as Gannayya-sunu; and from 
the geneology furnished in the £ivayogasara, Kolani Rudradeva, the 
author, is known to be the son of Manuma Ganna, commander of 
Rudramadevl, and son of Soma, minister of Kakatlya Ganapati. 
The Rajarudrlya is an interesting work in grammar, offering a gloss 
on the £lokavarttikas> i.e., those metrical dicta of a Varttika charac¬ 
ter quoted by Patanjali which from Bhartrhari, Kaiyata and Nagoji 
are known to have been called the 3lokavarttika.l In the Mackenzie 
Mss. in the Madras Govt. Oriental Mss. Library (Local Records vol. 
45, pp. 34-35) we have a Sanskrit inscription in Grantha characters 
on the four gates of a Kakatlya temple; the verses on the northern 
and eastern gates reveal to us a poet named Narasimha; more 
interesting is the information found here that this Narasimha wrote 
a historical work called the Kakatlyacarita which he finished in a 
single day, that he wrote some works of philosophy and that he was 
also the author of specimens of all the ten kinds of drama. The 
Rgveda is also mentioned but what he did with it is not clear. At 
the end of the verse on the eastern side, it is incised that the verse on 
Narasimha as the author of ten kinds of dramas is taken from the 
prose work Malayavati. Of this prose composition too the author 
is, in all likelihood, the same prolific Narasimha. 

sTrcspje (sto) (?) i 

(fw ?) ..$m: (?) ii 

3Tf%r(cT)g^T5m (fq) (^j) ^qfe:(3) 

Who can this Narasimha be and under which Kakatlya King did he 
flourish ? I think he may be identical with Agastya’s nephew already 
mentioned, the author of the play Kadambafi Kalyana. For in the 

1. See my account of Literature in the Nanda-Maurya period. Age of the 
Nondas and Mauryas, p. 328. The information in the Madras Triennial Cata¬ 
logue R. No. 3912 (a) that this is a gloss on the Ka£ikd and the emendation of 
the post-colophon statement in the ms. to that effect are wrong. Among the 

colophons within the work, that to V. 4 calls the gloss ; 

the last colophon reads | 
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Prologue to that play, Narasimha refers to himself in terms akin to 
those in the above inscription, viz., he is an adept in all the ten 
kinds of Rupakas: 

qt it II 7 II 

* •% 

This means that the Kakatlya king under whom he wrote is 
Prataparudra. 

A more important figure among the scholars of Prataparudra’s 
court was Gundaya Bhatta, already referred to briefly, who was in 
charge of the office of looking after the Brahmans, the 
Brahmanadhikarin. We came to know of this Gundaya for the first 
time now from a ms. of his commentary on the Advaita classic 
Khandana Khanda Khadya of Sriharsa, preserved in the Travancore 
University Mss. Library.1 According to the third and fourth 
introductory verse at the opening of this work, Gundaya who was 
the Brahmanadhikarin under Prataparudra was a master of Veda, 
£astra and Smrti and son of Rajamahendra Somayajin who was a 
supreme Vedantin. 

it ii 

Besides these writers we know from the Panugal inscription of 
Prataparudra (A.D. 1290) of poet Ananta, grandson of Govinda- 
bhatta, who composed that inscription;^ also, according to the 
Venkatagudi inscription, the $aiva religious head Aghoragivacarya, 


1. No. 5518. I am thankful to the authorities of the Library for sending 
me extracts from this ms. The beginning of the work in the ms. is: 

| 

wfa || ^ II 

2. See Corpus of Inscriptions, pp. 102 ff. 
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of the shrine of Sahasralinga-Ganapati, received patronage under 
Prataparudja. 1 2 

We have noticed quite a considerable output of Sanskrit litera¬ 
ture under the last great Kakatiya. So far as his predecessor, his 
grandmother Rudramba, 1260-1296, is concerned, we have no mate¬ 
rials available about the Sanskrit writers of her time. The Indaluri 
(Kolani) family of Brahman chiefs who were ministers and comman¬ 
ders of the Kakatlyas was also a family of authors; it was represen¬ 
ted at this time by Ganna, father of the author of the Rajarudriya 
already noticed. From epigraphy we can say that the tradition of 
munificent royal patronage of Sanskrit scholars is reflected in her time 
in the Kotagiri plates dated A.D. 1273 in which fifteen donees, all 
Brahman Sanskrit scholars, three of whom are poets, one a Bhaga- 
vata, and one a poet from Tamil country (Dravida Umjapira 
Kavigaru), are met with.* 

To come back to the reign of Ganapati, Rudramba’s father, 
the only outstanding Sanskrit writer of his time so far known is our 
author Jayasenapati. While mss. reveal no other author, inscriptions 
help us to add a little more to our knowledge of Sanskrit learning 
and literature under Ganapati. The Pakhal inscription of Ganapati 
dated 1245 A.D. 3 mentions its composer as Kavi-cakravarttin, of a 
family devoted for generations to the Kakatlyas (see last Sanskrit 
verse, 41st, and the closing Telugu passage). Another erudite 
epigraphical poet of this reign is l£varabhattopadhyaya of the Tarani- 
kanti family; he was a master of Yajurveda, grammar and Citra- 
kavitva: in the last class, he indulges, even in inscriptions, in such 
feats as Niskanthya, Nistalavya, Nirmurdhanya, Nirdantya and 
Nirosthya, as also varieties of Bhramaka. 4 TSvara Suri flourished 
under both Rudradeva and his grandson Ganapati and his immediate 
patron was the general Malyala Gunda. The Ganapavaram Inscrip¬ 
tion of A.D. 1214 is by the poet Nandi, son of Reci, son of Nandi- 
mitra of Bharadvaja gotra and a great scholar. The Hanumakonda 
inscription of Rudradeva 3 dated 1163 A.D. is composed by one 
Acintendra, son of RameSvara Dlksita and pupil of the advaitic 
sannyasin, Advayamrta. 

1. Hyderabad Arch. Series, No. 6. 

2. Corpus of Inscriptions, pp. 65 ff. 

3. Hyderabad Arch. Series, No. 4, Ed. by L.D. Barnett. 

4. See Corpus of Inscriptions, Pts. 1 and 2. 

$. Ibid. pt. 1, pp. 8 ff. 
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The richer picture of the religious conditions presented by the 
Kakatiya inscriptions is again an indirect evidence of the patronage 
extended to Sanskrit learning and teachers of different religious sects 
and schools of philosophy. Veda, sacrifices, temples, Advaita, &aiva 
schools, observance of Danas and Vratas set forth in Dharma- 
nibandhasl — all these found in the inscriptions prove the full swing 
in which the Sanskrit learning was during these times. 

Not less relevant to our purpose is the Telugu literary output of 
this age; for authors like Palkuriki Somanatha, Tikkanaand Marana 
were themselves great Sanskrit scholars; the Telugu compositions 
not only bear the impress of the Sanskrit literature but some of them 
were translations or adaptations of Sanskrit originals. It will hardly 
be an exaggeration to state that a full appreciation of the condition 
of Sanskrit learning and literary activity in Sanskrit during this period 
is not possible without taking into consideration the Telugu writings 
also. 


V 

NATYA SASTRA IN ANDHRA 

Of the many branches of learning which flourished under the 
patronage of the Telugu kings, nol the least noteworthy is that of 
Natya Sastra, embracing the twin arts of music and dance. The great 
popularity of these arts in the Andhradesa from early times is seen 
from the sculptures of Amaravati and Nagarjunakonda, and if the 
evidence of the plastic art alone would suffice, we find the continuity 
of the art of dance up to the Vijayanagar times. Confining our atten¬ 
tion to dance for the present, we find that Amaravati, besides vouching 
to us the vogue of the art, reveals the great choreographic possibilities 
of the group and composite dances called Pindl-bandhas mentioned 
by Bharata and elaborated by Abhinavagupta; the verbal descriptions 
in Sanskrit texts become concrete in the beautiful depictions in stone, 
such as in the Amaravati scene in which we see a group-dance of four 
danseuses, (drawing 16, plate xiii, Amaravati Sculptures in the 
Madras Museum, Govt. Museum, Madras), which is remarkable for 
its composition, balance and grace. In the Amaravati sculptures 


1. Ibid. pt. 2. pp. 17-29. 



preserved in the British Museum also, we have a dance-scene with a 
danseuse accompanied by two ladies playing on the flute and the 
vlna (see plate XXVI, Sculptures from Amaravati in the British 
Museum, 1954). The sculptures of Goli in Guntur District show a 
lady playing the harp (pi. vi. Fig. I, Madras Museum Bulletin on 
Buddhist Sculptures from a Stupa near Goli). In Nagarjunakonda, 
we have not only a similar sculpture of a lady playing the vlna (PI. 
XLIV (a), (Longhurst, The Buddhist Antiquities of Nagarjunakonda , 
Memoirs of the Archaeological Survey of India), but there is also the 
scene of a group-dance by three danseuses 1 , which though less 
beautiful and striking, can be studied along with the group-dance in 
Amaravati referred to earlier. 

The wide vogue of dance in the Kakatlya period is attested by 
the triple testimony of epigraphy, sculpture and literature. The 
Pillamarri inscription of Receruvula Nami Reddi* records the gift 
of houses to musicians, drummers and dancers attached to the 
temples. The Panugal inscription of Mailamba 3 mentions 
similar endowments for music and dancing. The Dharmasagar 
inscription 1 refers to nivartanas of land for musicians 5 and ten 
dancing girls. As already noticed 6 , theGanapati-Jaya inscription of 
Chebrolu 1 speaks of houses being granted to sixteen dancing girls. 

Along with these epigraphs, the sculptures of the temples built 
by the Kakatlya Kings confirm the continuity of the dance-traditions 
and their association with the temples. The most noteworthy dance- 
sculptures of the Kakatlya period are those of the Ramappa temple 
a few of the poses from which are reproduced in this book ; from the 
point of view of the Sanskrit treatise edited here, these dance-sculp¬ 
tures have an additional significance, for they were done in the reign 
of the same Ganapati under whom Jaya wrote his Nrttaratnavali. It 
has been mentioned or at least assumed by some Telugu writers on 
the history of dance and music in Andhra that the Kakatlya dance- 

sculptures illustrate Jaya’s work, but this cannot be demonstrated ; 

* 

the specimens we have are too meagre and disclose no effort, compa- 


1 1 HQ., Calcutta, XXVIII, No. 2. June 1952, T. N. Ramachandran, Excava¬ 
tions at Nagarjunakonda, plate 10, facing p. 118. 

2. Corpus of Ins. No. 37. 

3. Ibid. No. 36. 

4. Ibid. No. 1. 6. Vide above p. 10, fn. 2. 

5. There is a reference here to a 7. Epi. Ind. vi. 38 ff. 
rare instrument called Jalaja- 

Karanda. 
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rable to the one at Chidambaram or Tanjore, at any systematic 
illustration ; and though approximations can be seen, exact identifi¬ 
cations of the poses in these carvings in terms of the classic Karanas 
cannot be definitely made. In the Annual Report of the Arch. Dept, 
of H. E. H. Nizam's Dominions , 1915-16 (1917), we have in plate vii 
pillars and doorways of the Great Temple of Palampet carved with 
dancing figures ; pi. ix fa) here shows the interior of the Temple at 
the eastern end of the Ramappa lake Bund, Palampet (Warangal), 
with dancing figures in different poses accompanied by lady- 
drummers; fig. (b) shows similar dancing figures with lady-drummers 
on doorways from the western end. The Report for 1934-35 (1938) 
pi. vi (a) shows a door-lintel from Warangal Fort carrying similar 
dance-carvings. The SvayambhulihgeSvara temple in the Warangal 
fort has miniature representations of Siva's dance. 1 

On the literary side we have both Sanskrit and Telugu works 

bearing witness to the extensive practice of dance in this age. On 

the Sanskrit side, we have our Nrttaralndval) itself. On the side of 

™ ■ 

Telugu works, we have not merely side-lights thrown on the state of 

this art during this period, but more substantial information and 

material pertaining to the ait. For example in the Pandit at acihya 

Caritra 8 already referred to, we have in the Purvata-prakarana 

not only a resume of the technical terms of dance, but a 

description of the folk-dances which is particularly valuable 

from the point of view of the folk-dances described in the 

Nrttaratnavali. This work confirms the dual association of 

« 

dance and temple, and of dance and Saivism, for the work 
describes these dances as part of the Maha^ivaratri festival at the 
Srisailam shrine. The more popular Desi-dances described in this 
work are: Vedayata which is Vikata-nartana, Cindu dealt with by 
Jaya too, Kodangiyata which is clowns’ dance and can be compared 
with the Bhandika-nartana in Jaya, Perani found in Jaya, plays 
depicting the acts of the Pramatha-ganas (bahu-natakamulu), 
Bahurupa which is described by Jaya also, Veddahga 3 which is full of 
karanas and varied gatis but is obscure, imitation of celestial and 
semi-celestial damsels, Bird-dance , dance on top of Bamboos (VamSa- 
nartana by Dombas), Shadow-plays showing Bharata and other 
stories. Puppet-shows and Fancy-dress (Pagati [Pahal in Tamil] vesa). 

1 See M. S. Sarma, History oj the Reddi Kingdoms, p. 428. 

2. Andhra Granthamala, 30. See also Sri M. S. Sarma, History of the 
Reddi Kingdoms, pp. 425ff. I am thankful to Dr. N. Venkataramanayya, 
M. S. Sarma and Mr. Appa Rao, Telugu Lecturer, Presidency College, for 
helping me to take notes from this source. 

3. Veddahga itself is not a Telugu word. 
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As Somanatha’s narrative is full of Natya'information, it may be 
usefully digested here. It is noteworthy that Perani is qualified here 
as Pancamsi which is to be corrected as Panca-am$i, having five 
parts, as indeed Perani has been described in texts to be; its five 
amsas or angas are, as Jaya sets them forth, Nrtta, Kaivara (i. e., 
Kavicara), Gharghara, Vikata and Gita. Somanatha then describes 
the other dances going on in front of the shrine. He starts first with 
the ornaments and make-up of the dancers. The use of shorts it 
mentioned, which may be noted. Then there was music and dance 
as soon as the dancers arrived inside; this is purva-rariga, within the 
curtain, at the end of which the dancers issued out of the curtain 
(Javanika). The play of the various angas, pratyangas and 
upangas like eyes and brows of the dancers is then generally 
described which is followed by a description of instrumental music, 
with a list of DesI terms of gamakas and modes of instrumentation. 
After a brief reference to foot-work, Pada-ghattana and Udghatana 
and Karana of the Utpluti variety, the author gives a purely poetic 
description of the full fervour in which the dancers of different kinds 
danced about. It is interesting to note here the poet mentioning 
those that walked on bamboo-stilts, on one leg, on the knees, those 
that moved forward in a seated pose and on their breasts and others 
who wheeled around. Special attention may be drawn to Somanatha 
describing some as wheeling round like tops, because the circular 
piroutte-movements called Bhramarls are now scarce if not absent 
from our dances here, though they are seen in the Kathak in the North 
and the Kandyan. Equally noteworthy is Somanatha’s description of 
dancers who strut or step or jump or utter sounds or act otherwise 
like different birds and animals, peacock, bee, parrot, fish, swan, 
deer, cuckoo, monkey, bull, elephant, tiger and serpent. 

With all these the assemblage of manifold types of dancers were 
dancing and enacting plays on different stories. Somanatha has then 
a long musical excursus the material in which I have set forth 
elsewhere 1 . 

The angas of De^I-lasya are set forth in different works and Jdya 
gives and defines forty-six of them in Chapter VI of his work. 
Somanatha gives in this description a large number of these ; while it 
is difficult to make out some of these, some cannot be traced in Jaya, 


1 See my article “ Music in Palkuriki Somanatha’s works”. Journal of the 
Madras Music Academy , Vol. XIV, pp. 140-44 
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£arhgadeva, Pargvadeva or Vemabhiipala ; and for that very reason, I 
think, Somanatha's description has a value of its own in the study of 
the history of dance in those times. 

After enumerating the De$i-lasyangas, Somanatha gives a resume 

of the actions of different limbs: 4 of the face, 7 of the brows, 26 of 

the eyes, 6 of the nostrils, 10 of the ear , 9 of the neck, 3 of the 

breast, 5 of the feet, 5 of the thighs; then 20 Angaharas, 22 Tanakas, 

i. e., Sthanakas, 34 Drstis, 64 Hastas, 32 Carls, 7 Bhramarls, 108 

Karanas, 100 Alankaras, 13 actions of the head, and 32 Dandana *. 

• • • 

This list does not accord fully with that in any single text, some num¬ 
bers are peculiar, the two sets of eyes are perplexing and the 100 

Alankaras and 32 Dandanas obscure. 

• • 

Lastly Somanatha has a very interesting list of gatis according to 
different birds and animals, swan, elephant, bull, monkey, goat, 
peacock and serpent. 

Somanatha shows that we have to collect and collate more 
material from literary sources for producing an adequate account of 
the wealth and variations of the art and its traditions. 

The relevant portions of this long description of dances is repro¬ 
duced here in Devanagari script for the benefit of the non-Telugu 
scholars interested in Natya. 

smiz aiUtfft, 

If ^ qisjp 3^, 

Rvrfl flJTO sip 

X \ 

afisduf qssRTOir^- 
«TO35 Stags fagg 
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31^1 Jl^T 1 

*nilTO f 

3fl ^ o5li^{| 

*trr #§dq 2 aiif^re, 

*TOlf^*R 5 #* 3 R533 
3*Rf SRlfl^, 

^1 3*gi*yi CT^P3 

3^3? ^TKT^5 4 

3?KJ ^T#-q^ra?mq- 

^Tgl 5 qiif anifqre, 
feg* si^r 5 ^ 

arfWaraa ^l^Tf-fe^^?) 

q*S 3 332 *>® %^r 

q;q^g qRfeg 

*wgg3 raspg TO3 

q*g 

wm fe *toi 9 3TP?qg 

q^55 ^qt^qg^ 

$*^3 =q^gg 10 

qi*g gawrfeq»3 


1. Vams'a; bamboo-dance. 2. Rope-dance. 3. Shadow-pjay on screen. 
4. Puppet-play. 5. Dances in imitation of semi-divine beings. 
6. This is Pagati-vesa or Pahal-vesa as it is called in Tamil, in which one 
or a pair come round each day in a different role and make-up and with 
short dialogues imitate different stock characters in life. 7. Descrip¬ 
tion of Saiva devotees with dress and ornaments doing dances; the 
description of this forms a long continuous bit in the text. 8. Some 
have holy ashes, Kalas'a and Danda. 9. Small bells at the feet. 
10. Shorts. 
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5135 

3?3$55 flfitl 2 4J3|fltel35I 
aijife jiifc 2^^ 3rafa$3 3 
Wf 31^313 

Um *fifa*Rlsw 

3^3^* 

k*& %33 ^ 

^3 w 3ft sSfe 5»33 

qfe *133 

H3fc4d<fl*i 

^33(^3133513 

rra* ^i¥^3 f 
fa*:OTW333 

qfe sisgfe ?to*g %3|3 
5 * * 

q£Wl3fK vm$$ <R* 

ara gf & ?fe 
33 

33^33 ^333 

^ s»33 ^fW^g 

m ^3 ^^(*333 


With such make-up they come to the presence of the Lord. 

2. The orchestra before they begin their show, i.e. Purvarahga. 

3. Curtain 4. These two lines describe something like Ahkura and 
Suci in which, even before the actual Abhinaya is done, one appears 
to see it all clearly, owing to the perfection of the art. 5. Here are 
given different Sthayas in connection with instrumental music; see 
Ratnikara PrakTrnaka ch., SSSara, TSS. p. 8; but all the names given 
by Somanatha cannot be traced in those or any other texts. 
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*33 qif 3 arena® *1113 

^3 ^133 

3t35 fts#*^33 l 

2 * * 

3 *rc*f8 5J?33 *#*51833 
4 %*18 =1333 *rc %^33 
5 J*I*I8 51333 3lftl 3^5 
^33 3*lfe flpR ^35 
6 f|fo3 51333 ffafe TO 

^3^^ %I3 
7 <f^3^f 51333 ^#f*® ^33 

m fag3 ^33 

sRfrqjg*! #*5 33 ^3 ^f- 

8 #n fi^33, #fii3f 

3*a35flft Site fllfi 3Eg 

*\ 

H fwgg ^<sa ^ ft^ggg 
qfagfa ftgi fr^ffg 

1 °qfa(«g q|% Hsrfi ^rjggg 

"wg ftqg at qfrtfifgg 
, 2 f%sgq& ^#aq <*$33 
u 5ra^is q& 5tga f^fia 

'“Wfigg^ qg® %|fg 

15 l<*gqqfi^fiftfri gggg 

1. Utpluti-Karanas referred (o. 2. A poetic description of the 

dancing movements follows. 3. Some walking on wooden stilts. 
4. Some on one leg, 5. Some on knees. 6. Some moving on in a 
seated posture. 7. Some on breast. 8. Some were wheeling round. 
9. Some spinning like tops. 10. Like a peacock ; from here dances 
imitating different birds, animals and reptiles are described. 11. Bee. 
12. Parrot, 13. Fish. 14. Swan. IS. Deer. 
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I iif^lfsraqfe *^$333 

3fe 2 £l{=rgqfe ^333 

3 3fi^I3 i& »e & ^33 

4 rfei33 q& Tftfa ^33 
5 W^33 * 71^33 

qftfo 6 sqi^5 qt%&333 

7 %sft q& srRi q?i33 

8 nm£f3 ^ *l|*®E0 

x ' 

9 3^ns q& ^^>^33 

10 fq ^3 fej smtftfqft =333 

II flft ferfaft q& *m 3^333 

^ W3^3 

qrfqq^ ^^ 1^33 

fepilforejB fe^^33 12 

* * 

3f§3 773 % f^rqfeg 3 

3^13 37ft^&q^3 
333^ 313 3T|^ 

,3 * * 

14 37JT^ ^f%T 33 


1. Cuckoo. 2. Monkey. 3. Bui). 4. Black ape. 5. Elephant 
6. Tiger. 7. Lion. 8. Elephant-mahout. 9. Serpent. 10. Bird. 
11. From here, imitations of human characters are described. 12. After 
referring to several such the Poet says that in this manner, Natakas 
with manifold themes were being done. 13. Here is a long description 
of the music going on there; there is a full resume of music, giving a 
catalogue of Vina, Ragas, Talas etc., for which see my article ‘Music 
in Palkuriki Somanatha's works’ in the Journal of the Music Academy , 
Madras, Vol. XIV, pp. 140-144. 14. This is a long list of DesI 

lasyahgas, fuller than the lists in Ratnakara, the present Ratnavali, 
the Samayasara and Cintamani. 
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mtag gsmng gag 
feag fefag aftr- 
nfag 3?iq<fa q^ifa s^for 

$?*?? tfoftgg q>- 

Sltfg ^fe SW$ 

^WJ33 tfft 3*3 ato feg 
^aeragg fe^fag sfaag 
ai3 gfsRqlqamgg g- 
aisgg fecfag 
qqqisg sfogasg 

q>33 ^^3 q®33 

sgragg 3&gg q%*g 
fell <s$nfa lafir 

SF^g 3qfe fllgqs feqg 
Tf[fe ^izntg 3^3 cW 

feng 

qlft *rafe fe ^enzgg 

q^fera ww ^§tfeg 

*?fe ®ecf feag 

SRgfo 55Tfe SRUlfqqig- 

93 to fe »ra g^pfee^g 

Brfe ^tfewg 
q* %q%g <^gq <re* 


1. Here is given a resume of the movements of the Ahgas, Pratyangas and 
UpSngas of Ahgikabhinaya; the number in some differs from those in 
well-known texts and some are new ; 4 kinds of Face, 7 of Brows, 26 

of Eye, 6 of Nostrils, JO of Ear, 9 of Neck, 3 of Breast, 5 of Feet, 5 of 
Thighs, 20 Angaharas, 22 Sthanakas, 34 Drstis, 64 Hastas, 32 Carls, 
7 Bhramarls, 108 Karanas, 100 Alahkaras, 13 Head-movements, 32 
Dandanas. 
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« _ •_ 

®R3, v^><ja.^ q>teT mM^»3 

qfi pft flwfi f^^fn 

3^3 rirerRr 3 TOirg^ 

^ dW^r^ 

Wftl ^ 

3flre<5 qf 

^fil 4f)lU|^i?l’TltRICt*J 

fliSi 35<^F{j*5, 

3^5 'WS* S"#* 
qi^ms ^.f3 ! ^- 

nftg^ W'lftgg $w- 

*i&33 *?%CTfrf33 *Tq- 

W 13 -] ^nngg vifi- 

JIR33 =n qk-q^ 

?+t 5Hifeji 

fife 


The Ba.\avapitiuna*, also by the same author, gives us some 
descriptions of dance, which though less extensive and also discont¬ 
inuous, has some important points: while describing Basava’s marriage 

Somanatha refers to Kolatta, 1 c., Danda-rasaka, Patra 

• * • . ' 

of which we hear for the iirst time here, Gondall and 
PeranI". A little later are mentioned Ananda-gftas, Sankara- 
gitas and what is most relevant to us here, Jati-gltas*- On the 
occasion of Basava’s visit to Kalyan, PeranI is mentioned and said to 
be done according to the tradition*of the dance-masters of Saurastra, 
which lights up the history and early environment of the &aivite 
PeranI. The purvaraiiga music, the removal of the curtain, De$I 


1. 


2 . 

3 

4. 


Now follows a description of different gaits (gatis) resembling 
those of different buds and animals: Swan, Elephant, Bull, Monkey 
Ram, Peacock, Serpent. 

Andhra Patrika Edition. 


» 9 


ft 


M 


*» 


p. 22 

p. 23 
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Lasyangas, Mukharasa, Sausthava, Lali, BhSva, Dhukaji 1 2 , Jhankaji, 
Theva, Vibhrama, and Rekha. The Jati-gltas arfe again referted 
to on p. 78. A further description here (p. 90) teems with De$I- 
music terms. 

Even more significant is the fact known from Kridabhirama that 
there was a courtezan-dancer of high repute, Macaladevl by name, 
who was a friend of Prataparudra, and her life was dramatised and 
enacted!* 

Among the Reddis of Kondavidu, we have more than one royal 
author who has given us a treatise on dance. First comes, of course. 
King Kumaragiri (C. 1386 —C ■ 1402 A. D.) who wrote a valuable 
Natya fsastra work called Vasantarajiya after his own alias Vasantaraja ; 
no manuscript of this work has so far come to light, but citations from 
the Vasantarajiya Natya Sastra are made by other writers, Kumara- 
giri’s own minister and brother-in-law Kataya Verna, the commen¬ 
tator of Kalidasa’s plays, Nadendla Gopa in his commentary on the 
Prabodhacandrodaya , Mallinatha on Magha and his son Kumara- 

svamin on the Prataparudrlya 3 . Kumaragiri’s successor Peda Komati 

* • 

Verna or Verna Bhupala or Vlranarayana wrote the SahgltaCudamani 
which has already been noticed. 4 

We may also notice here some references to dances in the 

Ka fikhanda of Srlnatha the Telugu poet of this time. &rlnatha speaks 

of a dancing girl of Banaras known as Karpuratilaka who danced in 

front of Ratnesa. While describing the dance he speaks of Kundall- 

nrtta, and the different views on dance promulgated by Kohala and 
• ^ * 

other Acarytis ; the distinction into Desi and Marga, the Carl, Karana, 
Ahgahara, Recaka, Bhramarika, and the tradition of Siva and Parvatl 
being the promulgators of Tandava and Lasya. (Canto VJ, p. 273, 
verse 169, Vavilla edn., 1916). 

1. Andhra Patrika Edition p. 62. All these Desl-Iasyangas are found 
in Jaya, except Dhukali which is found in Parsvadeva who gives it as 
Tukali. 

2. It is interesting to note in this connection of a later Macaladevl whose 
name occurs in two epigraphs, and of whom perhaps we have a drawing 
in one of them. On a pillar in front of the central shrine in the Malles'- 
vara temple at Bezwada, there is an epigraph in which, one Ramaya 
makes a gift of land to God Papavinas'a; underneath ihe text is etched 
the figures of a lady dancer and a drummer who accompanies her ; the 
captions under the figures call the two Macaladevl and PinakOna 
battudu. On the second face of the same pillar, there is another 
epigraph in which Macaladevl herself gifts lands to those belonging to 
her community (Ves'vas?). See Sll. IV. p. 255, Nos. 772, 773 of A. D. 
1437 and 319 A of 1892. (Sri M. S. Sarma drew my attention to thjs). 

3. See my Later Sangita Literature, Journal of the Madras Music Academy , 
Vo. IV, pp. 24, 50. 

4. See above p. 6. 



30 


- The most distinguished among the Recarla Kings was Simha- 
bhupala, entitled Sarvajna, who gave us not only the Rasarnava 
Sudhakara on Rasa and dance, but the Sangita Sudhakara 1 2 , a 
commentary on the Sangita Ratnakara which deals with dance in the 
last chapter. 

This was also the period when the dance-drama called Yaksa- 
gana arose. 

, Coming to the Rayas of Vijayanagar, the Patron-saint of the 
founders, Vidyaranya, is said to have written a Sartgitasara which is 
quoted in Tanjore in the Sahgitasudha ascribed to King Raghunatha 
Naik. For glimpses into dance during the period of Devaraya II, 
we may cite the following evidences. 

Abdu-r Razzak, the Arab visitor, describes the magnificent 
celebration of the Mahanavaml day during Dasarah at the palace in 
Vijayanagar. In this description, which refers to the time of 
Devaraya II, we have the foreign visitor’s testimony to the wonderful 
display of dance that took place on that festive occasion. Abdu-r 
Razzak says: “Between this place and pavilions there was an open 
space beautifully laid out, in which singers and story-tellers exercised 
their respective arts. The singers were for the most part young girls, 
with cheeks like the moon, and faces more blooming than the spring 
and adorned with beautiful garments, and displaying figures which 
ravished the heart like fresh roses. They were seated behind a beauti¬ 
ful curtain, opposite the King. On a sudden the curtain was removed 
on both sides, and the girls began to move their feet with such grace 
that wisdom lost its senses, and the soul was intoxicated with 
delight.”* In A. D. 1433-34, a Tamil DevadasI, Aramvalatta 
Nacciyar, attached to the AgnTSvara temple at Madam sought an 
interview with King Devaraya II and got from him a grant on behalf 

9 

of a temple 3 . 

Gopendra Tippa who was brother of Saluva Tirumalaraya and 
a Governor under Devaraya II wrote a separate treatise on Talas, 
the Taladipika (Madras Ms. R. 770; Tanjore 10828-9); from one 
of the introductory verses of his gloss on Vamana’s KSvya- 
lahkarasutras and Vrtti 4 , we learn that he wrote a Tala-prabandha on 
Siva and what is more relevant to us now, some work relating to 
dance: 

1. Included in the Adyar Library edition of the Sangita-Ratnakara. 

2. P. 118, Vol. iv, Elliot & Dowson, History of India. 

3. An. Rep. Epi. 229 of 1919 ; Rep. 1919, para 38. 

4 . Vani Vilas Press edition. 
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clT55RT VT^TrmWFT^rT *i: 

srOTvcoiRmft ft^r: i 

The best-known literary production of the Vijayanagar times is 
the commentary on the Sanglta Ratnakara called Kalanidhi by Catura 
Kallinatha, who wrote under Immadi Mallikarjunaraya (A. D. 
1448-65). Kallinatha’s commentary is more valuable than Singa- 
bhupala’s, and the proficiency of Kallinatha in dance is clearly seen 
in his commentary on the last chapter of the Ratnakara. Under 
Krsnadevaraya (A. D. 1509-30), Laksmlnarayana, the dance-teacher 1 
of the ladies of the court, wrote the Sangltasuryodaya 2 which has a 
chapter on dance ; z he uses Sarngadeva profusely and quotes also 
Kohala. Lolla Laksmldhara who was patronised by Virarudra 
Gajapati of Orissa and Krsnadevaraya of Vijayanagar, says in his long 
informing colophon at the end of his Saundaryalaharlvyakhya that 
his fifth ancestor Virincimi^ra wrote a dance-treatise called Bharatar - 
navapota .* 

Much more than literature, the sculptures of Hampi and 
the accounts of the court and life in the capital by the foreign 
travellers, Barbosa, Paes and others bear witness to the extent to 
which this art was patronised in this period. These foreign travellers 
refer to the high affluence of the dancing girls and their association 
with higher circles and the court. Lady members of the royal 
household also learnt this art. The most noteworthy part of the 
account of Paes is his description of the Dance-hall where the 
dancing-girls learnt and displayed their art. “This is a long hall and 
not very wide, all of stone sculptures on pillars which are at a 
distance of quite an arm's length from the wall. The designs of 
these panels show the position at the ends of dances in such a way 
that on each panel there is a dancer in the proper position at the end 
of a dance ; this is to teach the women, so that if they forgot the 
position in which they have to remain when the dance is done, they 

1. See my Later Sanglta Literature, Journal of the Madras Music Academy, 
Vo. iv, p. 52. 

2. The Telugu Pancatantra dedicated to him mentions the high titles 
bestowed on this dance-teacher. 

3. For a manuscript of the Sangltasuryodaya, see Madras Government 
Oriental Manuscripts Library, R. 4516; see also Journal oj the 
Madras Music Academy , iv, p. 54. The manuscript lacks the Raga 
section. The manuscript Matangabharata in the Sarasvati Mahal 
Library, Tanjore, (no. 10667, new catalogue), is really a portion of 
Laksmlnarayana’s Sanglta Suryodaya. Laksminarayana, or Laksmana 
as he calls himself, gives 109 Karanas, adding a Krsnavatarana after 
the Gangavatarana. 

4. Lolla Laksmldhara’s ancestors were patronised at the Orissg court. 
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may look at one of the panels where is the end of the dance. By 
that they keep in mind what they have to do. At the end of this 
house on the other hand is a painted recess where the women cling 
on with their hands in order later to stretch and loosen their 
bodies and legs; there they teach them to make the whole body 
supple, in order to make their dancing more graceful. At the other 
end, on the right, is the place where the King places himself to watch 
them dancing; all the floors and walls where he sits are covered with 
gold and in the middle of the wall is the golden image of a woman of 
the size of a girl of twelve years, with her arms in the position which 
she occupies in the end of a dance.’' Had this hall been spared, we 
could have had one more effective aid for the reconstruction today of 
our dance-tradition ; with Tanjore and Chidambaram, Vijayanagar 
would have given us the third stone-Bhasya on Bharata. All that we 
now see among the ruins is the throne platform along the sides of 
which run dance-friezes. Belonging to the same period are reported 
similar dance-friezes in the Tadpatri temple. 

NidendlaGopa, one of Krsnadevaraya’s officers, wrote a commen¬ 
tary on the allegorical play Prabodhacandrodaya ; among the Natya- 

f 

authorities quoted here is 'Srhganacar>a whose name occurs twice. 1 2 3 4 

This £rnganacarya may be Singana Bhatta of whom we hear in the 

times of Komati Verna Reddi and who is said to have written a 

• • • 

Telugu gloss on the Sangitaratndkara .“ 

Catura Damodara also appears to be an Andhra writer and his 
Sattgila Darpana* deals in its chapter on Prabandhas, compositions, 
those pertaining to dance also and devotes the last chapter, the sixth, 
to dance; in this dance chapter, South Indian dance-forms and dance- 
compositions are dealt with and 1 made some use of it for the edition 
of the Nrttaratnavall. 

More important than the above-mentioned work is the SOngila 

Muktavati * of Devana or Devendra*; this is another South Indian 

« 

dance treatise coming, most probably from Andhra. Both in the 
Abhinaya and the dance sections, 1 think, Devana’s work which I 
have frequently consulted 5 , forms a valuable production. 


1. N. S. Press edition pp. 8, 224. 

2. M. S. Sarnia, History of the Reddi Kingdoms , pp. 473 fn. 43. 

3. See my Later SangTta Literature, Journal of the Music Academy, Madras. 
IV. p. 64. 

4. Ibid. pp. 80-81. 

5. See above p. 7. 





Telugu contribution to South Indian music and dance got a fresh 
lease and put on a new growth and glory in Tanjore where the Nayak 
rulers, principally the second and the third, Raghun&lha and Vijaya- 
r&ghava, extended munificent patronage to these two arts. But as 
time went on, in the field of music as well as dance, well-written 
Sanskrit treatises gave place to summaries, handbooks and frag¬ 
mentary compilations, put together by teachers who were certainly 
well established in tradition and in touch with the practical side of 
the art, but were not distinguished scholars of the time to be able to 
write important works. We may however mention three texts of this 
late period: Bharatasarvarthasangraha of Mudumba Narasimhaciirja, 
(R. No. 2435—Madras Government Oriental Manuscripts Library), 
Natya Cudamani of Soman3rya (R. 366-e, Ibid.I 1 , and Arjunddi~ 
matasara of Suddhasattva Venkatacarya (R. 3070, Ibid.) 2 . There is 
hardly a standard music and dance text, fragments of which with 
Telugu gloss are not found in manuscripts. In fact, Telugu domi¬ 
nated the arts of music and dance, and a knowledge of Telugu was 
till very recently part of a Karnatak musician’s general equipment. 

A passing reference was already made to the rise of the Telugu 
Yaksagana. Corresponding to this Yaksagana done by a particular 
class of people, the learned Brahmans of Andhra developed a tradi¬ 
tion of dance-drama as part of their Bhagavata-dharma which 
called upon devotees to keep up the practice of singing and dancing 
of themes glorifying the Lord. This tradition, which really goes 
as far back as Jayadeva’s Gitagovinda , was cultivated by Telugu 
Brahman devotees at the village Kucipudi. The earliest refer¬ 
ence to the Bh&gavatas of Kucipudi and their plays is in the 
M&cupalli Kaifiyat (Local Records 56, pp. 66 ff.) of the time 
of the Vijayanagar King Vlranarasimha, c. 1502 A. D. The Telugu 
Bhagavata dance-drama tradition of some villages near Tanjore 3 , 
that became prominent later, was an offshoot of the Kucipudi tradi¬ 
tion. Equally important in the history of dance in South India and 
among the Telugu contributions to it is the corpus of telugu Padas 
or songs intended for Abhinaya, which the great Telugu composer 
Ksetrajrla composed. The Pada is a song portraying a mood of love 
and featuring a specific type or variety of the lover and the beloved, 


1. See my Later SahgTta Literature, Journal of the Music Academy , Madras, 
IV. p. 79. 

2. Ibid. p. 80. 

3. See my Bhagavata-mela-nataka, Journal of the Indian Society of Oriental 
Art , Calcutta, June-December 1937, pp. 167-170. 



N8yaka and Nayikfi, according to the classifications of these set 
forth in works like the Rasamanjari. KsetrajHa’s Padas, which 
might be assumed to have been inspired also by lo vz-muktakas in 
Sanskrit, as in the AmaruSataka, are masterly creations noteworthy for 
their melodic beauty 1 , Telugu diction and emotional'richness which 
afford scope for improvisation of Abhinaya. In fact, like the Megha- 
data and the Gitagovinda , the Ksetrajna-padas gave rise to a train of 
imitators, pada-composers who emulated Ksetrajna, many of them 
with conspicuous success." Ksetrajrfa was also one of those who estab¬ 
lished a unity in the artistic field of Karnatak music and dance, by 
traversing the whole of South India, singing of the deities in the diffe¬ 
rent shrines and stopping at the famous courts of the day, of Abdulla 
Qutb Shah of Golconda in the North, of Raghunatha Naik and 
Vijayaraghava Naik of Tanjore in the middle and Tirumala Naik of 
Madurai in the South (A. D. 17th century) 3 . The wealth of dance- 
contribution in Telugu in the subsequent period, leading up to our 
own times, when this art was attaining a shape and style at Tanjore 
which forms its high-water-maik still, can be adequately described 
only on another occasion and in a different context. 

VI 

THE NRTTARATNAVALI AND ITS CONTENTS 

* 

The nature of the present work Nrttaratnavali and its place 
among works of its class produced in the part of the country 
to which it belongs have already been indicated. These can be 
more fully appreciated through a detailed notice of the contents of 
the work and an examination of the noteworthy points in its treat¬ 
ment of the subject. A comparative study of the text with reference 
to the other texts will help the proper evaluation of the work and 

its importance in the field of Natya Sastra. 

% 

The work is in eight chapters: Chapter One opens with 
the definition of Natya and its four constituents, the four Abhinayas 
and the different aspects of dance, Nrtya and Nrtta , Marga and 
De&i and Tandaxa and Lasya. Chapter Two takes up the chief 
of the four Abhinayas from the point of view of dance proper, the 
Ahgika, and sets forth its several classes as related to the different 

1. See my edition of irhgaramahjari and its Ii troduction, Hyderabad 
Archaeological Department. 

2. For a hitherto unknown Telugu Pada-composer of this class, Gurijala 
Rangasayin, see Intro., Srhguramanjari, pp., 13, 14. 

3. See my article in the Journal of the Music Academy, Madras , XVI, 
pp, 117-118. 
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limbs of the body and parts of the face, called Ahgas, Pratyahga s 
and Upahgas ; the varieties of each of these are enumerated and 
defined. The gestures of the hands, Hastabhinaya, single and 
double, Samyuta and Asamyuta, are included here. The above, 
Angus, Pratyahgas and Upangas, exhaust the parts of the body from 
the head to the feet and the fingers of the feet. Chapter Three takes 
up first the movements of the legs called Cans , the poses of the 
legs called Sthanas which include different sitting and reclining 
postures ; these are dealt with separately as applying to men and 
women. Then follows the description of sequences of Carls called 
Mandalas. Chapter Four sets forth the hundred and eight posei 
of the feet and hands called Karanas , the Ahgaharas which are com¬ 
posed of two or mere Karanas, and the movements of feet, hand etc. 
called Recakas which are involved in these Karanas, 

What has so far been dealt with is material that has come 
down from Bharata and is consequently designated as Marga. In 
the post-Bharata times many other poses and movements came into 
vogue; these also gained recognition and were codified as DeSl* 
varieties. Chapter Five devotes itself to these /)e^I*varieties of 
Sthanas , Karanas and Bhramaras (wheeling movements). Continuing, 
the same subject, Chapter Six describes the De.fz-varieties of floor- 
contacts ( Padas ), then Desi-Caris and Defi-Lasyahgas in which arc 
included finer and technical points and elements of grace of the 
dance. The chapter ends with the subject of Gatis or varieties of 
gait. Chapter Se^ en devotes itself to general topics: times suitable 
for beginning lessons in dance, the Stage, preliminaries like wor* 
shipping Ganesa, method of practising or taking exercises, students 
suitable for learning the art, dance-dress, certain hand-poses used in 
the practice of the exercises, essential points to be borne in mind 
such as the importance of bhava or the expression of the feeling and 
the need for the eye and mind to follow the motion of the hand, the 
orchestra for the dance and the details of the music-accompaniment. 
The above form one section of Chapter Seven. The'second part of 
the same chapter gives a description of several interesting popular 
dance-forms, Defi-nritas ; those described here are: Perani , Prek- 
khana, Suda-nartana, Rasaka, Car can, Natya-rasaka, Sivapriya, Cintu 
Kandnka-nartana, Bhandiku-nrtta , Ghatisani (?), Ciirana-nrtta 
Bahurupa, Kollata and Gondali. The concluding part of this chapttr 
describes the Theatre and its three types, by size as well as shape, 
and the qualities of the audience and the person presiding over it, 



Chapter Eight, the concluding, is similarly given to some of the 
remaining general points concerning the presentation of a dance” 
recital: times suitable for shows, arrival of the chief guest, the King, 
and welcome to him by the dancers with the waving of light and 
movements appropriate to it, the King’s retinue, the qualities of the 
leading danseuse, her dress, the orchestra, its seating and tuning, 
entry of the danseuse, the three curtains and their removal stage by 
stage and lastly the honouring of the danseuse, the musicians and 
the poet. 

From the above it might be seen that the Nrttaratnavali is 
devoted solely to dance and that it does not speak of Natya proper 
or drama, nor of music, an essential part of dance, on which, as it 
says in V. 106, the author Jaya has written a separate treatise 
called Gitaratnavah. The treatment of the subject of dance is in two 
sections, the former devoted to the forms and technique handed down 
from Bharata and called Marga , and the latter to forms which deve¬ 
loped later and in the different regions and called De&l. The chapters 
of the book dealing with the latter subject of Desi-nrtta form, as 
will be shown below, a very important part of Jaya’s contribution, 
but the treatment of the former, the MQrga style, in the earlier 

■ 

chapters could not be overlooked merely on the ground of the 
subject-matter being handed down or drawn from earlier texts. For 
even in the Marga -aspect of the art, there were diverse strands and 
traditions associated with different post-Bharata teachers and in 
interpreting Bharata himself, there were different schools. The 
author of our work took note of all these differences in tradition and 
his treatment of the old Karanas etc. is therefore valuable for its 
comprehension and the glimpses it gives of the richness of the 
Adfya-tradition. 

VII . 

AUTHORITIES CITED BY JAYA 

The basic and foremost authority on whom Jaya bases himself 
Is, of course, Bharata. The first four chapters of the Nrttaratnavali 
present more or less the material originally set forth by Bharata in 
his Natya Sastra. Bharata is cited by name and as Muni and the 
largest number (about fifty) of references to earlier authorities 
occuring in the work is to Bharata. There are about fifty places 
where Jiya refers to the views of other authorities. While these are 
in general terms as ftcaryuh, eke , anye t kecit, pare or matOntara , 
here are numerous other places "(about seventy) where Jftya cites 



31 


specific writers by their names. Next to Bharata comes Kobala who 
supplemented Bharata’s text and Jaya makes but a solitary 
reference to him. Of authorities of the same character, the only 
other name mentioned is that of Tumburu who is cited once. In the 
post-Bharata period, whether it is in music or dance, the most 
important place is occupied by Matahga and his BrhaddeSi , which as 
its name shows patently, incorporated and defined all the DeSl- 
developments in the post-Bharata period. Jaya mentions Matanga 
four times and his treatise twice. In the interpretation of Bharata’s 
own tradition, Jaya derives utmost help from Abhinavagupta and his 
commentary on the Natya Sastra, but what is more interesting to 
note is that Jaya makes use of two other important exponents of 
Bharata, Kirtidhara and Bhatta Tandu. Kirtidhara is cited about 
thirtythree times and Bhatta Tandu about twentythree times. The 
importance of the citations from these two writers is that their 
exposition differed from Abhinavagupta’s, and barring Abhinavagupta 
himself, Jaya is the only writer who cites Kirtidhara so largely ; 
and in the case of Bhatta Tandu also, the same reasons make 
Java’s references to his views very valuable. There is a solitary 
reference to Sankuka, a predecessor of Abhinavagupta in the 
exposition of the Natya Sastra. On the new developments and in 
respect of the nomenclature and definition of terms pertaining to 
these, the author whom Jaya draws upon, sometimes with the 
mention of his name and sometimes anonymously, is Somesvara, 
Calukya King of Kalyan, author of the Manasollasa or 
Abhilasiiartha-cintamani. Between the Sangitasamayasara of 
Parsvadeva and the Nrttaratnavall , there are several close parallels, 
and similarly between the Sangltaratnakara of Sarngadeva and the 
Nrttaratnavali ; but the inter-relation of these two texts on the one 
hand and the Nrttaratnavali on the other is to be specially discussed. 


BHARATA 

/ 

In the footnotes on the pages of the Text itself, I have shown 
the corresponding portions of or actual citations from Bharata’s 
Natya Sastra. In addition to this, in the Notes at the end, I have 
given a complete concordance of the texts of Jaya and Bharata. It 
is not the extent of the materia] taken from Bharata that is 
important; most later works on the subject have to take this much 
and even more; but what is really noteworthy is the understanding 
of the text of Bharata and its important contexts which the author of 
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the Nrttaratnavaft shows in his treatment of the different topics. 
At the end of Ch. II and his treatment of the Ahgas, Pratyangas 
and Up&ngas, the author describes himself as one who knew the 
intention or mind of Bharata: 

Snq^fjjfcf I II. 346; p. 67. 

That this is a well-justified claim can be seen as we go with our 
further examination Jaya’s work and its treatment of the 
different topics. To cite an example of the imagination and 
understanding with which Jaya interprets Bharata, we may turn to 
his treatment of Carls in Ch. Ill and his definition of the first 
Carl called Samapada (HI. 15), which is a typical illustration of his 
originality and the brilliant gloss he could provide on Bharata. 
Bharata’s definition of Samapada is (X. 14, GOS. II. pp. 96-97): 

tow?! g *?i fair m 11 

The problem here is how the mere standing in Samapada pose 
could be called a Carl which has necessarily to be a movement 
(car ana ) and Abhinavagupta, who realises the difficulty, offers his 
own explanation by taking hold of the epithet in Bharata’s 

•ext. As the dancer has anyhow to pass on from Samapada to a 
further Sthana, movement is automatically involved and it could 
thus be called Carl: 

513 TO 31 —qSTOTsfafa I q^r <<q 

3K?lT5cH; 3^1 (<m^) *3^3, qfaqaqi cTOI sqq^- 

snfafa *n3; i p - 97, G0S - XI * 

% 

Sfirngadeva, who usually just versifies Abhinavagupta, re-states the 
latter, in clearer words, that Samapada is called Carl, just because 
it holds the potentiality of further movements: 

Wta TOqfaq TO3T51 cf^farTT 1 

qqi^qrfimTOld HcTT II S.R. Vll. 918(Adyar) 

The difficulty had struck Somesvara who, in view of the concise 
method of treatment he had necessarily to adopt in his Thesaurus, 
said t 
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smq^fewl qtql feiN SRrltf*!: I 

^fR^T(q^T) grd 3I5q q>t qffr: II 

Thus according to SomeSvara, the Carl in Samapada consists of a 
lateral moving of the two feet, set closely in Samapada. It is Jaya 
who raises the question clearly and answers in a detailed way: 

®TcT: fUrl'rTH^Trr II 

f^qrfrot^ ( I 

*?qqi^fa sN^elT II 

g^nsmsirsn 1 

si r sw?renfcra*0 i 

gfe: II HI. 14-17, pp. 69-70. 

Here the explanation offered in the first verse is after that of Abbi- 
navagupta but Jaya’s own view is expressed in the next where he 
says, as Somesvara does, that Samapada is a Carl because the close 
Samapada-feet are here moved together. In the two further verses 
he points out that those writers who took Samapada merely as 
standing with the feet close together did not understand the Muni 
(Sage Bharata), for such a conception of Samapada would obviate 
the need for the Karana called Samanakha ; further the meaning of 
the word Carl or movement is negatived. The originality of Jaya is 
seen in his underlining the words W wl rcfa, 

forming the whole first line of Bharata’s definition of Samapada 
and finding Bharata’s real notion (a£aya) of this Carl in these words ; 
for the plural padas could be understood only by taking them as 
dynamic and not static; the adjective ‘ nirantara-krtaih ’ gives 
further support to Jaya’s interpretation. Of Jaya’s, followers, it 
may be pointed out in passing, Kumbhakarna misses this, but Verna- 
bhupala reproduces this completely, making Jaya’s explanation even 
clearer. 

Another context where Jaya offers an explanation of Bharata 
which is at once intelligent and simpler than the one offered by 
&arngadeva is in respect of the total number of Hastas (pp. 33-34, 
sis. 86-96). These Hastas , single, double and those of Nrtta, are 
expressly mentioned by Bharata as 64 but they actually come to 66 



and, according to J>5rngadeva*s counting, even 67. Here again Jfiya 
takes hold of the word * NSmatah* in Bharata’s text and explains 
the apparent discrepancy as I have shown in detail in the Notes. 
Equally intelligent is the explanation given by Jaya (p. 34, $ls. 94-6) 
for the use by Bharata of Singular Number ( eka-xacana ) in respect 
of the Samyuta-hastas like Anjali and Dual Number ( dvi-vacana) 
in the case of Nrtta-hastas, while in fact, in both these cases dual 
would be proper. Elucidating Bharata’s intention here, Jaya says 
appropriately that in the former case, to denote an idea, the Double 
or the two Samyuta Hastas are always and necessarily to be used 
together and hence a pair of Samyuta-hastas is in effect one; this 
the Sage emphasises by using Singular for them. On the other hand, 

in Nrtta-hastas mentioned in Pairs, use and movement occur severallv 

% w » 

too for one of the Hastas in the pair. 

On the execution of the Ahgaharas, Jaya lays down some general 
principles at the outset while describing the first Angahara, Sthira- 
hasta (pp. 140-1, Sis. 265-7), principles which Abhinavagupta deduces 
from Bharata’s laconic lines and their implications. One of these 
general principles is, as I have explained in the Notes here, that in 
all Ahgaharas, the Karanas should be done by the dancer facing the 
different quarters, but towards the end, the last two Karanas should 
be done facing the audience. Jaya reproduces this from Abhinava- 
gupta’s comments on Parivrtta-recita but it is to be noted that Jaya 
makes all this clearer by underlining the word ‘ ilia ’ in Bharata’s 

text; WTF^T I 


Bharata sometimes uses terms in a general way and the com¬ 
mentator has to clarify or specify what variety of hand or movement 
is exactly involved. In giving this specification, Jaya shows the care 
and imagination bestowed by him in understanding Bharata’s text. 
No doubt he receives in many of these cases the help of Abhinava- 
gupta, e.g. p. 105, Bharata’s Pralambita-hastas interpreted as I.ata 
and not Dola; p. 136, criticism of £ankuka’s interpretation of 
Ardhanikuttaka; interpretation of ‘punah* in Bharata under 
Aksipta-angahara, p. 144. But a proper and cogent exposition of 
such implications requires skill on the part of Jaya too and we can 
see this particularly in the section on Ahgaharas in IIT. 255ff. 
Bharata’s description of the Ahgaharas are not only brief but often 
fraught with difficulty of understanding as he mentions part of a 
ICarana-name or that part of a Karana-name meaning a movement 



or a pose of leg or hand which is common to more than one Karena. 
This means that the proper Karanas of which an Angahara is com¬ 
posed are to be intelligently deduced. Jaya says; 

crater arafe are? sR«pnwg<j#sr: n iii. 260-1 

In fact more than in the case of the Karanas, it is in that of the 
Angaharas that Bharata’s text calls for sustained and correlated 
exercise of the commentator’s mind. Here again Jaya no doubt 
seeks Abhinavagupta’s help but gives us in his treatment more 
explicit and clear descriptions of these Angaharas, stating in the 
course of his description those words in Bharata on the basis of 
which the deductions of particular Karanas etc. are made. E.g. pp. 
147-8. Aksiptarecita; p. 149, Recita. This could be appreciated 
fully when each Angahara is examined in detail. On the nature and 
number of Recitas again, Jaya shows his understanding of Bharata’s 
text and his skill in interpreting it. Pp. 156-7, Sis. 372-77. 

I*n most cases, Jaya tries to draw out the full meaning of 
Bharata’s words or explain the spirit of Bharata, rather than the 
letter, a method of treatment which obviates too many additions to 
or alterations in what Bharata has given. E g. the naming of the 
Nrtta-hasta as Mustikasvastika, though this would comprehend also 
the Hastas Sikhara, Kapota and Katakamukha (II. 273-4); in Kirti- 
dhara’s version this would involve Musti and Katakamukha and take 
the name Khadgavartanika (II. 275). 

A similar search, on the part of Jaya, for the real or full 
meaning, express or implied, of Bharata’s text is responsible for J&ya's 
explaining, in some places, as needless the additional varieties added 
by some later writers, as they could be brought under one or the 
other of the varieties set forth by Bharata. Examples of this 
approach to Bharata could be seen under the varieties of Hasta- 
pracaras (p. 51, £1. 215), the six additional Bahrjs mentioned by 
others (p. 52, £ls. 223-6), the inclusion of Prstha or Back and its 
varieties dealt with by others under those of Uras and P&r£va 
(chest and sides, p. 60, £1. 299). 

There are rare cases where out of fidelity to Bharata’s treatment, 
Jaya, like Abhinavagupta, rejects additional varieties proposed by 
post-Bharata writers, E.g. the two Lasyangas added to Bharata's 
ten (II. 72). 



But the normal attitude of Jaya is liberal and under a majority 
of topics he takes into account the post-Bharata additions. In .some 
cases, Jaya introduces these additions through such words in Bharata 
as ‘athapi ca' thereby seeking Bharata’s implied sanction of possible 
additional varieties; e.g. the three Sth&nas of women (III. 118). But 
in most cases, he introduces the additions straight; e.g. the eleven 
additional heads (giro-bhedas II. 19); the four additional Osthas 
(11. 43-45); the divergent traditions, particularly that of Klrtidhara 
on Nrtta-hastas (II. 235-282); and the two additional Nrtta-hastas 
proposed by some (II. 283-6). In fact, from the sixth chapter 
onwards, Jaya’s work deals only with post-Bharata DeSI-develop- 
ments and it is only towards the end of ch. VIII (£ls. 212ff.) that 
there is again an occasion for Jaya to come to a topic dealt with by 
Bharata, namely the Theatre. Bharata is not expressly mentioned 
here but Jaya bases his text on N.$. II, though he has his own views 
on some of the points relating to the Theatre. A concordance of 
corresponding passages in Jaya and Bharata on this topic has been 
given in the Notes at the end of this edition and in the footnotes on 
pp. 237-8. 

Jaya’s citations from Bharata or his utilisation of Bbarata's text 
has an importance of its own from the point of view of textual 
criticism of the Natya Sastra, variant readings of particular words, 
additional verses in some recensions of Bharata etc. Under the 
Recakas (p. 155), Jaya reproduces ten lines (sis. 367-371) mentioning 
expressly that these are found in some recensions of the Natya S&stra. 
Attention is invited to the footnotes to Jaya’s text in which, wher¬ 
ever noteworthy, I have pointed out the difternces in readings in 
Bharata’s text as used by Jaya. See e.g., p. 39 fn. 20 ; p 44, £1. 171, 
where ‘Ksane* among uses of the Tamracuda-hasta given by Jaya is 
found in an adhika-patha verse in the N.S. p. 85 fn.; p. 88 fn. and 
p. 98 fn. Sometimes these readings in Jaya are indeed superior to 
these in the printed editions of the Natya &astra or the variants 
recorded in them. 


KOHALA 

In the history of Natya in the post-Bharata times, Kohala 
occupies a place as important as, if not more than, that of Matahga. 
In Bharata’s text itself Kohala’s name occurs first in the list of 
hundred Bharata-putras enumerated in the first chapter. In the 
concluding chapter again, Kohala is mentioned, along with some 
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others, as carrying on Bharata's work on earth and it is added that 
whatever has not been set forth by Bharata, will be dealt with by 
Kohala in the Uttaratantra : 

From the citations in the Abhi. Bha. we gather that the codifi¬ 
cation of the Uparupakas and the more elaborate treatment of 
music in drama and several other subjects which became part and 
parcel of the later Natya-works were the work of Kohala. I have 
drawn attention to references to Kohala’s contribution in my ‘ Some 
Names in Early Sangita Literature' ’ ; and here I shall discuss 
Kohala only in relation to Jaya’s text. 

As has been explained elsewhere in this Introduction, an 
important aspect of Jaya’s work is the place it gives to post-Bharata 
developments. Naturally we expect that Jaya has drawn considerably 
on Kohala, but we cannot say this definitely as on one side we do 
not have Kohala’s work and, on the other, Jaya makes only one 
specific reference to Kohala by name. In the beginning, Jaya says 
that wherever Bharata has said that further varieties or ideas are to 
be taken from the world, Bharata’s successors who developed his 
£astra further have supplemented Bharata’s enumerations and 
definitions (p. 17, Sis. 18-19). In this connection, Jaya speaks of 
Bharata’s successors as the authors of the Anu-tantras, the 
supplementary treatises ; 

gfcn i 

The expression Anu-tantra, it may be seen, is close to Uttara-tantra 
mentioned in Bharata and associated with the name of Kohala. 
Besides this general reference, the only other place where J&ya 
expressly mentions Kohala is in chapter IV, in the description of the 
Karana Nikuitaka , where he quotes Kohala's elucidation of the 
action called nikuttana (p. 108, £1. 51) : 


1. Journal of the Music Academy, Madras, Vol, III, p. 17, 
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This could however not warrant us in taking Jaya as having had 
direct access to Kohala’s original text, for the citation here on 
Nikuttaka is not first-hand. Jaya reproduces this from Abhi. Bha. 
(GOS. I. p. 103): 

| BRER 1 

fa gsronaragsRs etc. 

It would therefore appear that Jaya did not have Kohala’s 
work before him while writing the Nrttaratnavali. 

TUMBURU 

In the case of this old writer, as in that of Kohala, Jaya makes 
• solitary reference, and that too not original, but reproduced wholly 
from the corresponding context in the Abhi. Bha. See GOS. I. p. 165, 
on Recakas. 

The point on which Tumburu is quoted is made more clear by 
Jaya. There are several Recakas other than what have been actually 
mentioned or described, as these are involved in the execution of 
the different Angahiiras. The existence of these additional Recakas, 
Abhinavagupta, and following him, Jaya say is sanctioned, in an 
implied way, by Bharata’s words themselves; and this is made clear 
also by Tumburu when he says—I 

Tumburu is mentioned here by Jaya as one of the Bharata-putras 

/ 

who developed the Sastra following in the footsteps of their master 
3%OI tT STt% 3*3^1 cTOI I But Tumburu’s name is not in 

the list of Bharata-putras in the opening chapter, nor among the few 
more important among these mentioned In the last chapter of the 
Natya Sastra. 

On Tumburu and his work and other ieferences to them, 
my paper 'Some more Names in Early Sangita Literature 1 ’ 
may be seen. 

MATANGA 

After Bharata, Matahga appears to have been the first writer to 
have dealt at length with De$i music and dance What Bharata has 
6aid of the Cads, Karanas, Angaharas and Recakas belonging to 


1. Journal of the Music Academy, Madras, Vol. III. p. 96. 


them is called Marga. Many of the forms which developed in times 
subsequent to Bharata, such as the Uparupakas in the field of drama, 
are known from references to have been codified and dealt with by 
Kbhala about whom we have spoken above. Some of the citations 
in Kohala’s name make us suppose that Kohala dealt with De£l 
dance and music also. But a large part of the credit of having 
pioneered in the task of codifying De3i music and dance seems to 
belong to Matanga. 1 It is such a conclusion that would follow from 
the name borne by Matahga’s text, the Brhaddesl, meaning the 
magnum opus of De3i art. This would receive further support from 
a statement in the Brhaddesl text itself which says that the Raga- 
marga not dealt with by Bharata is dealt with by Matanga: 

|| P. 81, TSS. edD. 

As some of the quotations made in the name of Matanga are to 
be found there, the text printed as Brhaddesl in TSS. XC1V may be 
taken to represent Matahga’s work. Though this text bears the 
same name which quotations from Matanga associate with bis work, 
what is presented in the TSS. publication seems to be both incomplete 
and mixed up with some other texts. The incompleteness of the 
TSS. text is borne out by the absence from it of some of the citations 
made in the name of Matanga, and the admixture of other texts by 
features like the colophon on p. 133 (TSS text) which mentions the text 
as Sarvagamasamhita. Damodaragupta in his Kuttanimata (si. 854) 
mentions Matanga as a specialist on the flute ; in the Vadya chapter 
of his work, Sarngadeva too quotes Matanga on the flute first (VI. 
651-3) and then on an instrument called Ranja or Runja (VI. 1107). 
This important Vadya-chapter again in Matanga’s work is not 
available in the TSS. publication. In the long quotation on 
Calakas given by Kaliinatha under SR. VII. 350 (p. 117 Adyar edn. 
Vol. IV), Matanga is quoted as having spoken of a C^laka called 
Vi3rhg&taka-bandha, which certainly belongs to De3i-terminology. 
Kumbhakarna mentions seven additional Hastas as given by some 
followers of the Brhaddesl (p. 42, Nrtyaratnako3a, 31s 513-4 i 

I). These Point to the dance- 

chapters of the Brhadde3i which are absent from the TSS. 
publication. * 

1. Oa Matanga, see my ‘Some Names in Early Sangita Literature’, J. of the 
Music Academy, Madras, III. pp. 19-20, 


Regarding the chronological position of Matanga’s text, it is 
later than the text of Kohala whom it quotes five times. On 
p. 82, the TSS. text says : 

Rrwi ^ srar i 

jfanr. xt m qtfgfo ii 

*nqrntftfqvTiqi =et i 

*THT»ftf?recW%sr 5n|gRTOJrai ll 289-290 

i.e. in respect of Gitis, Yastika spoke of Bhasa, Vibhasa and Antara- 
bha?a, Matanga of Bhasa and Vibhaga only, and &ardula of Bhasa 
only. This gives us the textual sequence as Sardula, Matanga and 
Yastika. Now, the TSS. text which contains large material taken 
from Yastika, who was later than Matanga, represents therefore a 
mixed text in some parts of it. 

In Kallinatha’s commentary on the Sanglta Ratnakara, (ASS. I. 
p. 82, Adyar I. p. 185) there is a reference to Matanga’s explanation 
of a remark of Rudrata : 

If we are to understand from this that Matanga actually men¬ 
tioned Rudrata and his view, the text of Matanga would belong to 
the 9th century A.D. 

In the Brhaddegi text now available in TSS. there are in the 
treatment of Jatis and Ragas, passing leferences to aspects of dance 
or drama in which these melodies are to be sung or played. Neither 
in the treatment of Marga Jatis nor of De$i Ragas in Matanga do 
we find any terms pertaining to De£i-nrtta ; in fact the dance-chapter 
as such of Matanga’s text is not available in the TSS. publication. 
It is however in De£l-dance and on instrumentation as pertaining 
to it that Jaya cites Matanga and his Brhadde$i. On p. 173 (VI. 1), 
Jaya sets forth the sixteen foot-movements (padas) of De£l-dance as 
given by Matanga: 



The second reference in J&ya (VI. 58*9) shows that Jaya had 
access to the full text of Matanga, for he quotes a line from the end 
of Matanga’s treatment of Patas which are a kind of leg movements 
and have been included under De£i-caris by some writers; 

qreaqrorafeal tot ii 

Again, the author and the work are together .mentiond by Jaya on 
the Buddha and Citra, simple and variegated, instrumentations, 
v&dya-paddhati; it is to be noted here that the Nrtta-section of the 
Brhadde£i is referred to here : 

TO <TT3TSJ TOITOfin 1 

T& STt^I SfttftfTOWeT I 

grTtreftfr fkfe *rr m fevn n vn. 21. 

At the end of the Buddha-type of this instrumentation, Matanga is 
again referred to by Jaya (VII. 31, p. 207). 

BHATTA TANDU 

• • • 1 

In the Natya Bastra and AbhinavabhSrati, the name Tandu 

• « • 

appears more than once, as the name of an attendent of Biva (Biva- 

gana), particularly with reference to the receiving from Biva of the 

Tandava-dance and its propagation. In all these places, the name 

occurs only as Tandu, and this kind of reference to Tandu as 

the promulgator of T&ndava occurs in Jaya too (I. 73 ; IV. 253, 372). 

But the form in which Jaya invariably cites this name is as Bhatta 

Tandu. The addition of Bhatta points to a historical figure and his 

being so is further strengthened by his being coupled with and 

quoted frequently together with Klrtidhara. In fact, the Bhatta 

Tandu-quotations in Jaya are as numerous and as important as the 

Kirtidhara-citations. There are 19 references to Bhatta Tandu in 

• • • « 

the Nrttaratnavall: 

IV. 43: He is quoted as giving Recita- as the Hastas in the 

Karana Bakatasya. 
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IV. 73! The citation from him here on the Karana Argala fs not 

to be seen in the Abhinavabharati or the Sanglta 
Ratnakara. This shows that Jaya had direct access to 
his work. 

,, 75 : Ardhasva$tika-karana. Here Bhatta Tandu is mentioned 
together with Kirtidhara as giving Katihasta. 

„ 78 : Avarta. He gave here Recita of hands and feet. 

„ 105: Lolita. According to Bhatta Tandu, the Alata-cari is 
to be done in this. 

,» U4i Atikranta. He gave here the Garudapaksas as the 
hand-poses. 

„ 125: Sannata. Bhatta Tandu gave here Svastika for the 
hands. 

„ 133: Garudapluta. He gives here Pataka-hands with some 
wrist-actions. 

,, 138: Talavilasita. On the hands again in this Karana, he is 
quoted. 

„ 147: Upasrta. On the pose of the feet and hands in this, 
Bhatta Tandu and Kirtidhara hold an identical opinion. 

,, 148: Udvrtta. Aksipta-ca'I is given here by Bhatta Tandu. 

„ 150: Avahittha. Here, according to him, the hand is to be 
Avahittha. 

IV. 164, 165. Dandapada. On the feet movement here, the 

common view of Bhatta Tandu and Kirtidhara is 

• • • • 

given, and on the particular hand-pose, the latter 
alone is quoted. 

„ 177 s Simhakarsita. Nupurapadika is given here by both 

Kirtidhara and Bhatta Tandu. 

• • • • 

„ 181: Nagapasarpita. Skhalita and Apasarpita on the feet 

according to Kirtidhara and Bhatta Tandu* 
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i, 184: ParSvajanu. On the particular way of keeping the feet 

here, Bhatta Tandu is quoted. 

„ 188: Harinapluta. The Cari here is to be twice repeated 

according to Bhatta Tandu. 

^ • • • • 

„ 219 : Gandasuci. Bhatta Tandu would have here the Tripa- 

« • • • • . • 

taka as the proper hand. This would however go 
against the very name of the Karana which has the 
SucI as its component. 

„ 232: Prasarpita. The way of * prasarpana * of the feet here, 

together and one after the other, is clarified by Bhatta 
Tandu. 

„ 236: Grdhravalina. Taking the suggestion from the Karana 

name, Bhatta Tandu states that the hands that are 

■ • • * 

proper here are Tarksyapaksa, not Lata given by 
others. 

From the above analysis it could be seen that firstly there 
are three places where Jaya refers to the tradition of the 
propagation of Tundava (with its Karanas and Angaharas) and in 
all these places. Jaya consistently speaks of Tandu. Secondly, in 
the 19 places where Karanas are dealt with, the form of the name 
is consistently Bhatta Tandu. 

* • i • • 

Thirdly, the citations show that Bhatta Tandu’s treatment and 
elucidation of the Karanas were especially valuable. In IV. 73 
(p. 111), while citing him on the Karana Argala, Jaya seems to say 
that Bhatta Tandu wrote a commentary, but this is not likely; by 
vyakhyana here, Jaya refers, most probably, to Bhatta Tandu'i 
exposition of the subject of Karanas. 

wa qvrft sJtrfi I 

Anyway, the exact nature of the text in the name of Bhatta 
Tandu cannot be known for certain from this reference. 

Fourthly, a certain kinship is seen in these references letween 
Kirtidhara and Bhatta Tandu whom Jaya cites together in some 
cases as holding the same v>ew. There are also cases where Bhatta 
Tandu alone is quoted, as well as five cases (pp. 106, 112, 119, 120, 



135) where the citations show the two holding divergent views. In 
one case (the Karana Par^vajanu p. 128, $1. 189), Jaya says th«t 
Bhatta Tandu bases himself on another reading of Bharata’s text. 

I • « • V 

To the consultation of variant-readings, Bhatta Tandu added his 
imagination and deduced details of pose and movement from a 
sense of what would be the most proper or natural (ucita) ones in a 
particular Karana ; e.g. Tarksyapaksa-hands in Grdhravalina Karana 
(p. 135, $1. 236). Above all he was well-grounded in practice and 
Jaya calls him Pravogavit. 

qpK: few mrg’JTW i 

9tg VJrWJ'- ngfrl ferjll 

Tn the commentary of Kallinatha on ch. VII of the Sangita 
Ratnakara (p. 105 ff Adyar, p. 675ff. ASS), there is a long quota¬ 
tion on arm-movements called Vartanas mentioned by Kohala ; but 
in the actual quotation Bhatta Tandu is mentioned as having set 
forth these 24 Vartanas. 

^gf^rf^fTr^i: *T£cr<Jf5n i 

In the further parts of this long quotation, Bhatta Tandu is 
mentioned again in the description of Danda-vartana. 1 A further 
list of arm-movements under the heading Calaka from Kohala 
follows and here again Bhatta Tandu is mentioned as having spoken 
of other varieties of arms too (p. 112, Adyar). Two other references 

• a . a are on Virudhabandha (p. 117), and on 

Dhanurakarsana (p. 118). 

These citations of Bhatta Tandu would show that, as in the case 
of Kirtidhara’s work, the work of Bhatta Tandu is valuable not 
only for offering illuminating explanations, with co-ordination of 
practice, on the Karanas of Marga-dance, but also for recording 
divergent traditions, readings and classifications, and terms or 
names of a comparatively popular nature which were in current 

practice. 

1. All this is reproduced by Kumbhakarna. 
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Except in two cases, these citations mention always Bhatta 
Tandu first and Kirtidhara next, from which it may be considered 
likely that chronologically Bhatta Tandu was earlier. 

KIRT1DHARACAR YA 

In his commentary on the n£, Abhinavagupta mentions an 
earlier exponent of the &astra named Kirtidharacarya. Three 
references to him by Abhinavagupta have been discussed by me in 
my paper on ‘Writers Quoted in the Abhinavabharatf, JOR. Madras, 
VI. pp. 199-200. From the last of these it is clear that Abhinava¬ 
gupta had access to Klrtidhara’s text. 

In a number of places in the course of the descriptions of the 
Nrtta-hastas and Karanas, Abhinavagupta refers to alternate expla¬ 
nations, as also to alternate names, these latter occurring not in¬ 
frequently and suggesting a whole set of parallel nomenclature given 
by another school in which „ eurrent practice seems to have been 
well reflected. From the text of Jays we come to know that this 
set of alternate names and explanations is really those of Kirtidhara. 
It cannot be said that Jaya has simply taken these from the Abhi. 
Bha. Jaya had direct access to the ms. of Klrtidhara’s work, for, 
where the view is cited anonymously by Abhinavagupta, there Jaya 
mentions Kirtidhara by name. Not only this; Jaya speaks of 
Kirtidhara in places other than those where Adhinavagupta refers 
to views identifiable as his. Further, although Jaya draws heavily 
upon Abhinavagupta, it is char that sometimes he even prefers to 
follow Kirtidhara. 

On the Samyuta-hasta called Nisadha, there is a multiplicity of 
views which may be seen in the Abhi. Bha (GOS. II. p. 60, IX. 
143-7). Jaya records (p. 46, II. 182) how Abhinavagupta’s reading 
differed completely, and adds that while some later writers (e.g. 
Somegvara) followed Abhinavagupta, the definition first given by 
him (Jaya) and found in Bharata, (IX. 134-5; GQS. II. p. 60, 
143-5), is the one followed by Kirtidhara. 

Abhinavagupta makes no mention of this other definition or of 
Kirtidhara here and this context clearly shows that Jaya had direct 
access to Kirtidhara’s treatise, which is yet to be discovered. 
Another telling instance which occurs later is under the Nrttahasta 
Mu&tikasvastika for which Jaya cites Klrtidhara’s alternate name, a 
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fact not mentioned in the Abhi. Bba. here. In fact one of the chief 
merits of the Nrttaratnavall is that it gives us these glimpses into 
the precious work of Kirtidhara. 

The second reference to Kirtidhara in Jaya is on the Nrtta-hastas 

Urdhvamandalau (p. 56, £1. 265, last line): 

• » * 

srfsrar I 

In the Abhi. Bha. (GOS. II. p. 61), there is a reference to this 
view in a descriptive way only, without a mention of the author : 

We may, from this, take it that wherever Abhinavagupta gives a 

further explanation and an alternate name, for the Nrttahastas or 

the Karanas, it is a reference to the view of Kirtidhara. The 

• * 

following is the table of these names of Nrtta-hastas, according to 
Bharata and Kirtidhara : 

Bharata Kirtidhara Abhinavagupta- Jaya-referenco. 

reference 

Urdhvamandala Cakravarlanika GOS. II. p. 77. II. 265 

Parsvamandaia Kaksavartanika „ ,, 267 (anon.) 

Urotnandalau Urovartanika „p. 77;gener- ,, 269 (anon.) 

ally described 

Mustikasvastika Khadgavartanika No reference „ 275 

This is so-called 

because it is 

used in fighting 

with the sword, 

the musti'hand 
• • 

holding the shield 
and the Khataka 
one holding the 
sword. Abhina¬ 
vagupta does not 
refer here to 
Kirtidhara, his 
alternate descrip¬ 
tion or the name 

Muptisvastika. This 



is a telling instance 
of Jaya’s direct 
access to K’s work. 

NalinlpadmakoSa Padmavartanika No reference „ 279 

Alapadmolbanau Vatavartanika No reference „ 281 (anon.) 

Under Carls, Jaya says (III. 33) that Addita is given as 
Agratha by Klrtidhara. This is another reference not derived 
from Abhinavagupta and showing Jaya’s own acquaintance with 
Kirtidhara’s work. A-gratha is probably the Sanskrit form but 
Abhinavagupta takes Addita itself as Sanskrit and suggests a 
radical derivation for it. 

A further instance of this type is Jaya’s reference to a detail 
in the Can Aiikrantii (111.41) taken from Klrtidhara’s clarifica¬ 
tion. It may be noted here that Jaya pays a tribute to Kirti¬ 
dhara’s understanding of Bharala’s mind and his elucidation of 
points left unsaid by Bharata, but which could with propriety be 
deduced from Bharata’s description. 


qi^q n 

Probably misled by this specification q^ft <(q’, 

the late M.R. Kavi wrongly gave in the fn. here in Abhi. Bha. II. 
p. 102, Parsnicandaghata as Kirtidhara’s name for Atikranta. In 
fact Abhinavagupta mentions Parsnicandaghata a few lines below 
as a more popular name for Parsvakranta, which Jaya records 
below under Parsvakranta, identifying it as Kirtidhara’s view 
(p. 75, il. 43). See Abhi. Bha. GOS. II. p. 102. Four more 
alternate or popular Carl-names as given by Klrtidhara and 
mentioned by Jaya are : 

Jaya, III. 21 Janita Klrtidhara, Musalaghatika 

Kumbha mentions K’s 
name here. See Notes. 

„ 45 Apakranta Viksepavalana 

„ 36 Samosaritamattalll Mattapada 

„ 38 Mattalll Skhalatpada 
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There are two more also, for Aksipta ($1. 55) and Udvrtta ($1. 60), 
but they are not clear, the lines being corrupt. 

It is in the treatment of the important subject of Karanas 
that Jaya makes many references to the views of Kirtidhara. Here 
again we see that Jaya’s direct access to Kirtidhara’s work is borne 
out by the two circumstances: one, his identifying as Kirtidhara’s, 
some of the opinions cited anonymously in Abhi. Bha. and the 
other, his citation of Kirtidhara in several places where Abhi. 
Bha has no reference to his views. Sometimes Jaya makes 
a reference to Kirtidhara as well acquainted with the practice 
of the art and writing on the basis of practice. The following 
are the Karanas under which Kirtidhara’s views or explanations 
are cited by Jaya: 


Jaya : 

Abhi. Bha. 

p. 106, s'l. 44 

p. 139. 

Sakatasva 
• • 

K.’s views not cited. 

p. 110, £1. 66 

Vak^vastika 

p. 105: K. not cited 

p. 112, £1. 75 

Ardhasvastika 

p. 110 : cited anon. 

p. JT2, si. 79 

Avarta 

p. 123 : not cited. 

p. 113, si. 85 

Prsthasvastika 
• • • 

p. 107 : not cited. 

p. 115, si. 99 

Ardhamatalll 

p. 112 : cited anon. 

p. 115, £1. 103 

Madaskhalna 

p. 137: not cited. 

p, 118, £1. 118 

Nikuncita 

p. Ill: not cited. 

p. 119, £1. 125 

Sannata 

p. 129: not cited. 

p. 120, £1. 138 

Talavilasita 

p. 122: not cited. 

p. 121, £ 1 . 147 

Upasrta 

p. 134 : not cited. 

p. 122, £1. 153 

NUumbhita 

p. 125 : not cited. 





p. 125, SI. 164 
Dandapada 

p. 126, SI, 174. 
Sambhranta 

p. 127, il 177 
Simhakarsita 

p. 127, $1. 181 
Nagapasarpita 

p. 129, il 187 
VaiSakha-recita 

p. 130, SI. 199 
Alata 

p. 131, SI. 201 

Simhavikridita 

* 

p. 132, SI. 207 
Parivrtta 

p. 132, SI. 211 
Uiudvrtta 

p. 133, si. 215 
Tala-sanghattita 

p. 134, 31 223 
Nupura 

p. 134, SI, 226 

Ghurnita 

* 

p. 135, SI, 232 
Prasarpita 

p. 149, SI. 323 
Angahararecita, 


p. 131 : not cited, 
p. 137: not cited. 

p. 134: not cited, 
p. 139: not cited. 

p- 115: not cited. 
Pp. 107-8: not cited, 
p 133: not cited. 

p. 12C: not cited, 
p 136: not cited, 
p 135: not cited. 

p. 115: not cited, 
p. 113: not cited, 
p 133: not cited, 
p. 159: not cited. 


Besides these, there are twenty-five places where Jaya mentions 
Kirtidhara’s own conception of the twenty-five Karanas dealt with 
there and these we shall examine while dealing with the Karanas 

The references to Klrtidhara by name found in the Abhinava- 
bharatl have been discussed by me in my paper on ‘Writers Quoted 
in the Abhinavabharati’. 1 In the Sanglta Ratnakara, he is first 
enumerated among the authorities of the £astra (I. 19); in ch. VI, 
he is quoted on the flute (VI. 460ff.), and in Ch. VII on dance. 


1. JO*. Madras, VI. pp. 199-209. 





Sarngadeva cites him by name on the Sthayi-drsti oalled Snigdha 
($1. 395). From these it is not possible to say anything of the 
personality or date of the author Klrtidhara. In one of the 
references in Abhinavsbharail, he appears to quote Nandike^vara. 
There is a long quotation in Kallinatha’s commentary on the 
Sanglta Ratnakara under VTI. 348, Vartanas, purporting to be from 
Kohala’s treatise; here the two alternate names of Nrtta-hastas, 
Khadgavartanika and Padmavartanika are mentioned as the Vartana- 
names given by Klrtidhara. Tliet,e references do create some 
confusion in the chronological position of Klrtidhara; but he 
seems to have been a historical writer of the pre-Abhinavagupta 
times. 

The work that Klrtidhara wrote is probably an independent 

treatise and not a commentary on Bharata’s work. No manuscript 

of it has so far come to light but. as already observed, it was 

available to Jiiya ; nay, it was probably available also t© a post- 

Jaya writer, Kumbhakarna ; for, in two places where Jaya discusses 

a view-point or idea given by a writer other than Bharata, using 

only general words like ‘apart: budhah’, Kumbhakarna mentions 

* • 

specifically Klrtidhara’* name. 

Among the Samyuta-hastas, Ja^a mentions a Vardhamana as 
being given by others, p. 47, £\. 190-1 : qTppFTjETT I 

According to Kumbhakarna (Nrtyaratnako^a, Jaipur, p. 56, $1 622), 

this'Apare’ who speak of the Vardhamana-hasta refers to Klrti¬ 
dhara. 

On p. 34, in verses 94-6 Jaya discusses the question why in the 
case of Samyuta-hastas, singular number is used and in the case of 
Nrtta-hastas onjy, dual number is used. This discussion is repro¬ 
duced by K umbhakarna (ibid. p. 60) and according to Kumbha¬ 
karna, Klrtidhara used the dual number, Knri-hastau (Kara-hasta in 
print here is a mistake for Kari-hasta). 

The above examination of the Kirtidhara-citations would show 
clearly the differences in the tradition followed by him and the 
importance of his treatment of the subject. We shall revert to this 
when discussing the Karanas. While, in almost all cases, Jaya takes 
pains to refer to Kirtidhara’s conception and in some instances, as 
pointed out above, he even follows Klrtidhara preferentially, there 
is a solitary instance in which Jaya differs from his conception. 
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This last relate! to the Angah&ra called Recita built of twenty-five 

Karanas, IV. 323, p. 149 : 

This reference and criticism do not occur in the Abhinava- 
bharatl and besides showing thereby, like other similar references, 
Jaya’s direct access to Klrtidhara’s text, it shows also Jaya’s 
independent outlook. 


&ANKTJKA 

Jaya refers to £ahkuka just once when dealing with the Karana 
Ardhanikuttaka (p. 136, $1. 239). Sankuka is a predecessor of 
Abhinavagupta, who commented on theNatya Sastra and whose 
views we know from Abhinavagupta’s citations. Jaya derives his 
knowledge of Sankuka’s interpretation of Bharata’s definition of 
Ardhanikuttaka from Abhi. Bha. (GOS. I. p. 104). 


ABHINAVAGUPTA 

Jaya mentions Bhatta Abhinavagupta by name only once (p. 46, 
Si. 182), but next to Bharata, it is Abhinavagupta on whcm Jaya 
bases himself primarily; in fact, it will not be incorrect to say that it 
is as interpreted by Abhinavagupta that Bharata is used mostly. 
The Abhinavabharatl is not only utilised at every step, in the former 
half of the work dealing with Marga, but in most places Jaya’s text 
forms but a metrical recast or resume of Abhinavagupta’s commen¬ 
tary. Sarhgadeva’s work also shows this character, but in places, 
Jaya’s exposition of Abhinavagupta is better, more detailed and more 
clear. In fact, Jaya's text is highly useful to purify the text of the 
Abhinavabharatl in ms. or in print, of its corruptions, as I have 
shown in the footnotes, Notes and the papers on corrections and 
emendations to the text of the Abhinavabharatl. 1 More than this, 
Jaya’s text is a great help to construe passages in the Abhinavabha- 
rati and understand Abhinavagupta’s interpretations. Both in the 
footnotes and Notes, attention has been drawn to the corresponding 
passages of the Abhinavabharatl and Nrttaralnavall. 

1. Adyar Library Bulletin, XVIII.^ifi-iv, pp. 196-209*; ibid. XXV. i-iv., 
Special Number pp. 397-405. 
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Already, when dealing with Jaya and Bharata, several instances 
or Jaya’s close study of the Abhinavabharatl and of how Jfiya uses the 
latter have been noticed. Numerous other examples of this intimate 
study by Jaya of the Abhi. Bha. could be seen from the Notes given 
at the end. To take some telling contexts, firstly, from the section on 
Hastas: When dealing with the uses of the Agra-SamdamSa, Bharata 
gives the collecting and stringing of flowers, and mentions just 
* puspa ’ in general; to suit the Agra-Samdam$a, Abhinavagupta 
specifies the flowers as tiny flowers ‘ £flfc^ma*pu$pa ’ (GOS. II. p. 52) 
and Jaya’s enumeration of ‘ Suk$ma-puspa * here (p. 43, £1. 159) is 
due to his close following of Abhinavagupta. Among the many uses 
of the Mukula Hasta, Bharata (IX. 119, GOS. II. p 54) mentions 
simply ‘hiranya’, gold: it is Abhinavagupta who explains this gold as 
standing for golden bangle and the action involved as the putting on 
of the bangles; and in the corresponding place in Jaya (II. 165, 
p. 44), this particular use of Mukula is stated in very clear terms as 

I Similarly, on the same page (44, £1. 167), among the 
uses of Urnanabha Hasta, Jaya gives the ‘ touch-stone ’, * karsa£man * 
as one; this is found in the Abhi. Bha. as an alternate interpretation 
of what Bharata simply enumerates as Prastara (stone) (IX. 121, 
GOS. II. p. 54). For Tamractida, Bharata mentions ‘Samjnita* as a 
use, (GOS. II. pp. 54-55) and Jaya’s expansion of this into ‘beckon¬ 
ing boys and the like ’ is based on Abhinava- 

gupta’s interpretation of 4 samjnita ’. Earlier under Suclmukha 
Hasta, Bharata mentions among the uses *valli\ ‘lata’ and 
‘manjari’; the • Valll ‘ lata ’ and ‘manjari’ (IX. 66-7, GOS. II. p. 42), 
Abhinavagupta takes pains to distinguish and as expanded by Abhi¬ 
navagupta they are verbatim found in Jaya, p. 38, 41, 122. In the 
further uses of this same Hasta, Bharata gives (IX. 72, GOS. II. p. 44) 

• gandasamsraya ’, which is somewhat obscure till we look below at 
the Abhi. Bha. and see that it means * patrabhanga * and similar 
decorations on the cheeks; in Jaya, we have not the vague ‘ganda- 
sam^raya * of Bharata, but the specific ‘patrabhanga* of Abhinava¬ 
gupta tp. 38, si. 126). See again under the same Hasta, Bharata 

IX. 75, raTOSTSSTIT , explained further as and 

Jaya s text, p. 39, si. 129, where this latter expression [is adopted. 
For further examples of Hastas, Jaya’s text on which is based on 
Abhinavagupta s clarifications of Bharata’s cryptic enumeration of 
the uses of those Hastas, see Katakavardhamana (p. 45) and Utsanga 
p. 46). The Hasta Karanas and other genetal observations on the 
way to employ Hastas (pp. 49, 50) and the explanation of Bharata’s 
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* Pranmukha ’ as really ' Paranmukha’ (Jaya p. 53, £1. 236, GOS. II. 
p. 71) are also other striking examples of the intimate inter-relation 
of Jaya’s text and the Abbi. Bha. 

Some of the telling examples in the section Nrtta Hastas are 
Aviddhavakra, Jaya, p. 54, si. 247 and Abhi. Bha. GOS. II. p. 73 ; 
Paksapradyotaka, Jaya, p. 56, £1. 259 and Abhi. Bha. II. p. 76 ; 
Dandapaksa, Jaya p. 56, sis 262-3 and Abhi. Bha. II. p. 76; and 
Urahparsvardhatnandala, .1 >ya p. 57, sis. 270-1 and Abhi. Bha. 11. 
p. 78. 

The treatment of Karanas discloses numerous illustrations of 
J-ftis d e tai ,4, S Abhinavagupta closely and taking verbatim Abhinava- 
o ta or amplifications or additional elucidations. Some of 
ine more n«, ^worthy of these cases, dealt with in the Notes, may be 

mentioned ifere: 

The detailed description of the Karanas one after the other is 
preceded in Jaya (p. 103, £ls. 20-22) by general directions on how to 
do the Karanas; this is taken by Jaya from the Abhi. Bha. (GOS. I. 

p. 98); especially the expression in Jaya (si. 21) 

which goes to Abhi. Bha. ma y noted. Bharata has 

but a brief anustubh on each Karana in which the position of the 
arms and the legs alone, with their names in an elliptic form, are 
given and it is Abhinavagupta who gives under each a more specific 
identification of the hands and also the uses of each Karana. With 
reference to these exact identities of the hands and the uses of each 
Karana, Jaya naturally derives his matter from the Abhi. Bha. To 
note some of the Karanas on which Jaya and Abhinavagupta are 
very close: Jaya p. 104, si. 27 and Abhi. Bha. I. p. 97, treatment of 
Talapu$paputa. In Samanakha, Bharata gives ‘Pralambita’ as the 
poses of both arms but ‘ Pralambita ’ is not the technical name of 
any Hasta. As a general description, it could apply to both Lata 
and Dola, and it is Abhinavagupta who specifies it as Lata and adds, 
with reasons, that it cannot be Dola as some mistake it. This 
clarification given by Abhinavagupta has been taken by Jaya (p. 105, 
sis. 37-9). Similarly with regard to the * Pallava ’ which Bharata 
mentions as the Hasta in Katicchinna; see my footnote hereon 
p. 107. Other examples may be seen on pp. 113-4 (£1. 88 flf.); p. 114 
(£1,94); the use of ‘ Gajavahana ’ for the Karana Nive£a (p. 109, 
£1V 58); the detailed description of Vaksas-svastika (p. 110) and 
Arg&fo (p. Ill); the significance of plural in Bharata’s text IV, 88 



defining Mattalli which Abhinavagupta brings out and Jaya 
reproduces (p. 115) from him ; p. 124 (si. 157); p 129 (si. 189); p. 130 
($1. 196); where Abhinavagupta’s specification of the Hasta as Hamsa- 
paksa is taken by Jaya; and the critical observations in Jaya (p. 136 
sis. 237-9) under Ardhanikuttaka, with reference to Bharata’s men- 
tion of the hand in it as Ancita, which are from the Abhi. Bha. 
(I. p. 104). 


Under Angabaras again, Jaya has necessarily to depend very 
much upon Abhinavagupta. Out of the several contexts here pointed 
out in the footnotes under the respective Aiigaharas and the Notes at 

r 

the end, four prominent examples concerning Aiigaharas in general 
may be referred to here: Jaya, pp. 137-8, sis. 246-50, the (mentions 
of Aiigaharas with two, three, four or more Karanas, tjs gold as 
explanation of which is from Abhi. Bha. 1. p. 93. cutting on 
sis. 251-2 on the grammatical explanations of the term'll* 
which are taken from Abhi. Bha. (1. p. 91), as also the classified 
of Aiigaharas into two sets (Caturasra and Tryasra, Jaya.£ tV. 
sis. 257-9) and Abhi. Bha. (I. p. 164), the general principltm' ,r r 0 1 
followed in performing the Angaharas and the directions to be; 
while executing their constituent Karanas and finishing them, Jay 
pp. 140-141, sis. 265-267, Abhi. Bha. I. pp. 142, 153. 


c d 

a 

U 


Jaya’s detailed description of the Angahara Recita may also be 
seen (pp. J48-9, sis. 320-4); this is wholly based n Abhi. Bha 1. 
pp. 158-159, and the word 'anyatra ’ in Jaya p. 149, si. 324 refers to 
a verse quoted by Abhinavagupta on p. 159. The explanation of why 
the Aiigaharas are only thirty-two (Jaya p. 154, sis. 356-361) is also 
taken from Abhi. Bha. 1. pp. 91, 164-5. 


la addition to incorporating in his text Abhinavagupta’s elucida¬ 
tions and interpretations of Bharata’s laconic statements, Jaya takes 
also those additional explanations found in the Abhi. Bha. which are 
not strictly confined to any terms or statements made by Bharata, but 
are all the same necessary for understanding the matter fully. 
Already under the Hastas, attention was drawn to Abhinavagupta’s 
amplification of the topic of how to employ the Abhinaya-hands, 
(Hasta Karana) under Bharata IX. 210-12 and 219 which Jaya 
reproduces (pp. 49-50, sis. 205-212). Also Abhi. Bha., GOS. 11. p. 69, 
on certain Hastas having a natural connection with an emotional 
condition is reproduced by Jaya (p. 53, sis. 232-4). The’grammatb* 
explanations of terms like Carl, (p. 68, il 2) and Stbane a thc 

^narata’s 
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£1, 69*70) given by Jaya are taken from the Abhi. Bha. (GOS. II, 
pp, 93, 107), as also explanations, of specific Carl-names likeBhujan- 
gatrasita (GOS. II. p. 105, Jaya p. 75, $1. 49), and also some of the 
comprehensive observations on the way of doing the Cans (Abhi. 
Bha. II. p. 106, Jaya p. 77, sis. 62-5). Towards the end of the 
treatment of the Carls, Bharata, in the course of his over-all direc¬ 
tions on the execution of the Carls, states (X. 49) that just as the 
foot, after its Carl-movements comes back to the ground, its 
resting-place, so also the hand after its movements, should 
come to its rest at the hip. Here Bharata mentions only‘Hasta’ 
in general, and it is Abhinavagupta who identifies the Hasta meant as 
Ardhacandra if it is nrtya and Paksapradyota if it is nrtta; and 
this detail found in Jaya, p. 78, si. 66, is taken from Abhinava¬ 
gupta. Such cases are numerous in the more difficult section on the 
Karanas where, as explained by me in the Notes, Jaya has culled out 
all such precious observations of Abhinavagupta. 

Jaya’s text as affording an intelligent clarification of Abhinava- 
gupta’s text could be illustrated by sis. 236-7, p. 53, on Bimbasutra 
or Brahmasutra and Abhinavagupta’s brief statement of the 
straight line on the basis of the simile of the scales of a balance. 

This clarification by Jaya is sometimes effected by him by 
bringing at one place what Abhinavagupta has stated in two 
different places ; as examples of this may be seen p. 124, sis. 156-7 
where the elucidations in the Abhi. Bha. pp. 96 and 109, are sum¬ 
marised by Jaya in one place; Jaya pp. 140-1, sis. 265-267 which 
bring together matter in Abhi. Bha. pp. 142, 153 (GOS. I); and Jaya 
p. 154, si. 361 and Abhi. Bha. pp. 91, 165 (GOS. I), on the reason 
behind Karanas and Angaharas being of a specific number as given 
by Bharata. 

While in most cases Jaya makes a clear and elaborate restate¬ 
ment of what Abhinavagupta has said, there is one case of Jaya 
being rather cryptic (p. 145, seo fn. there), and to understand him 
fully, we have to read him along with Abhinavagupta at the corres¬ 
ponding place. 

As in a solitary case with reference to Klrtidhara, where Jaya as 
stated above, disagrees with him, there are two rare cases with 
$1. reference to Abhinavagupta in one of which Jaya does not strictly 
Argaf&llow him, and another in which Jaya does not stem to understand 





the Abhi. Bha. correctly and seems to be in some confusion. See 
the footnotes in the text, pp. 148 and 123, the latter especially, 

where the point is explained at length. 

*• 

Of Jaya’s references to early authorities, some are not original, 
but are derived from Abhinavagupta, i. e., they are merely taken 
from the Abhi. Bha. Such are, as already shown, the references to 
Kohala, Tumburu and Sankuka. Most of the references to alter¬ 
nate views mentioned in a general way as held by 'others’ (pare, 
a pare , anye, kecit etc.,) could also be traced to similar anonymous 

citations in the Abhi. Bha. Of the numerous references to Bhatta 

• • 

Tandu and Klrtidhara, it has been shown that although many of 
them occur in the Abhi. Bha., Jaya had access to <he texts of these 
two authorities, as he gives additional references to them not found 
in the Abhi. Bha. and also identifies as theirs some of the references 
to their views made by Abhinavagupta without mentioning their 
names. 

The following is a full table of parallel texts in Jaya’s work and 
the Abhi. Bha., where the former corresponds closely to the latter or 
derives ideas from the latter. The footnotes on the respective pages 
as also the additional Notes at the end may also be seen. 


JAYA 


ABHI 

. bha. (GOS.) 

Pages 

Verses 

Volumes 

Pages 

14 

72 

III 

77 

38 

122 

Hastas 11 

42 


126 


44 

39 

129 


44 

42 

148-9 


48-9 

43 

156 

% 

* 

36 


159 


52 

44 

165 


53-4 


167 


54 


169 


48 


170 


55 

45 

174 


58 

46 

179 


56 


182 


60 


184-5 


59 

49 

205-6 


79 (on IX. 212) 
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ttYA 



ABHL BHA . 

Pages 

Verses 

Volumes Pages 

50 

212 


81 


213 


69-70 

51 

217-8 


67-68 

52 

227-8 


82 

53 

232-4 


69 

ft 

235 


71 

54 

240 


71 


241 


81 


245-6 


72 


247 


73 

54-5 

248-9 


73 

55 

254 


74 


256 


75 

56 

258 


75 


259 


76 

56 

261-4 


76 


265 


77 

57 

267 


77 


269 


77 


272 ff 

Carls 

78 

68 

1-2 


93 


3-4 


91 

71 

25 


99 

72 

27 


97 


32 


100 

73 

33 


99 

75 

46 


103 


47 


10S 

76 

52 


104 


53 


103 


54 


103 


57 


105 

78 

69-71 

Sthanas 

107 

78 

66 

PravicBras 

107 (11. 5-6) 

81-2 

93-95 

Dhanusah 

• 

Karsanani 112 

• • 

83 

104 

Karands 

■ 

115 

91 

141 

Mandalas 
• • 

49 

100 

3-4 


92-3 

102 

19-22 


98 

103 

21-22 


109 




JAY A 


Pages 

Verses 

104 

27 


33-4 

144-5 

35-6 

105 

37-9 

106 

40-1 


42-4 

107 

45-6 


47 

107-8 

48-51 

108 

52-3 


54 


55 

109 

56 


57 

109 

58 


59-60 

110 

61 


62 


63 


64-66 


67 

111 

68-9 


70-72 

111-2 

74-75 

112 

77-9 

112-3 

80-85 

113 

83 

113-4 

86-91 

114 

93-4 


95-6 

115 

97 


98-9 


100-1 


102-3 

116 

104-5 


106 


107-8 


109-110 


ABffl. BHA, 

Volumes Pages 

97 

120 

118 

100 

110 

139 

104 
138 
103 
114 
113 
101 
132 
121 

136 
106 

129 

130 
122 

105 

106 
105 
127 
110 
123 
107 
107 
99 

137-8 

123 

117 

112 

112 

137 

138 
132 
132 
111 
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Jay a 


Pages 

Verses 

117 

111-2 

99 

113 

»» 

115 

117-8 

116-8 

118 

119 

99 

120-2 

i» 

123 

9 * 

118-9 

119 

126-7 

9 9 

130-1 

120 

132-3 

9 > 

134 

120 

135 

99 

136-8 

120-1 

139-140 

121 

141 

9 » 

142-4 

99 

145 

9 9 

146-7 

122 

148 

99 

149-150 

99 

151-3 

173-4 

154-7 

124 

158-9 

t •> 

9 » 


160 

* 9 

161-2 

125 

163-5 

9 9 

166 

» • 

167 

9 9 

168 

126 

169-171 

* 9 

172 

» 9 

173-4 

126-7 

175-7 

127 

178-9 

9 9 

180-1 

127-8 

182-4 

128 

185 


abhi. bha . 

Volumes Pages 

119 
125 

130 
111 
125 
117-8 
121-2 
129 

124 
100 
127 

120 
123-4 
122 

127 
114 
109 
135 

134 

99 

135 

125 

109; 96 
122 

>9 

114 

102-3 

131 
113 
110-1 

/ 137 

101-2 

136 

137 
134 
131 
139 

128 
118 


9 




JAY A 


ABHL BHA. 


Pages Verses 


Volumes Pages 


99 

186 


118 

129 

186 


99 

99 

187 


99 

99 

188 


9* 

M 

189-90 


107 

9 9 

191 


126 

M 

192 


116 

130 

193-5 


108-9 

9 9 

196 


130 

130 

197-9 


107-8 

131 

200-1 


133 

ft ft 

202 


121 


203 


119 


204-5 


99 

w W 

131-2 

206-7 


128 

132 

208 


126 


209 


112 

99 

210-11 


136 


212-3 


117 

132-3 

214-5 


135 

133 

216-9 


127-8 

99 

221 


112-3 

133-4 

222-3 


115 

134 

224-6 


113 

ft f 

227-8 


138 

w 9 

99 

229 


133 

134-5 

230-2 


99 

135 

233-4 


99 

f | 

235-6 


128 

9 w 

136 

237-9 


104 


240-1 


139-140 


angaharas 



137 

246-8 

I 

93 

138 

248 


90 

a % 

249-50 


92 

9 * 

a ft 

252 


91 

9 9 

139 

257,259 


164 

140 

264 


142 

140-1 

265-7 


142,153 
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Jaya 


ABHI. BHA. 

Pages 

Verses Volumes 

Pages 

142 

277 

158 

143 

283 

151 

144 

291 

145 

145 

298 

146 

146 

304 

162 

147-8 

307-14 

160-1 

148 

320 

159-60 

149 

322 

158-9 

• I 

324 

159 

II 

325-6 

147 

151 

335 

149 

152 

341 

91 

153 

355 

164 

154 

357-8 

*» 

It 

360 

165 

»» 

361 

91,165 


RECAKAS 


155 

363 ff. 

165* 

156-7 

372-4 

• l 


SOMESVARA 



There are two places where Jaya mentions Some6vara by name, 
the first (p. 34, si. 89) being the total number of Hastas and the 
second (p. 229, $1. 161) being the Gondali dance. The former has 
been discussed fully in the Notes. Besides these, there are a number 
of place* where Somesvara has been drawn upon, anonymously, 
places where additional or different varieties of the angas or praty- 
angas or upangas of abhinaya have been given ; and all these have 
been identified and shown in the footnotes and the Notes in the 
respective places. There are many places where Jaya mentions 
‘others’ (anye, apare etc.) and several of these are references to 
Somesvara ; (e.g, p. 62, 61s. 314-5, p. 63, 61. 320; p. 64, 61. 330, p. 65, 
61. 335); ' anyatantra-vidhayinah' on p. 46 (61.183) refers to 

Somesvara. 

Some6vara is the Western Chalukya King of Kalyan and the 
work of his which Jaya and other writers on this subject draw upon 

* Abhi. Bha. I. p. 165 1. 7, the text 33513 as printed should be 
which is found as a variant in the fn. Cf. Jaya p. 155, 1. 5, 3T5JT?3 



is the Thesaurus called Abhilasitarthacintamani or Manasollasa which 
the King compiled in 1131 A.D. 1 

The portion of the Manasollasa dealing with music and dance 
has not yet been printed 2 and I have traced these borrowings of Jaya 
from that text and given the references on the basis of a collated 
Transcript prepared by me from two mauuscripts of the work in the 
Bhandarkar Oriental Research Institute, Poona. SomeSvara’s treat¬ 
ment of the subject is succint but is of importance because it has 
divergences from Bharata and incorporates the current practice that 
he had seen and takes into account forms that had come into being 
in the subsequent times and were contemporaneously being witnessed. 
Thus for later writers like Jaya, Sarngadeva and ParSvadeva who 
incorporate a considerable amount of Desl-material in their works, 
Somesvara is a basic source. The Gondall or Gaundall dance is the 

t • • • 

most noteworthy of the De$I dance-forms which later writers deal 
with and which was codified and set in proper form by Somesvara ; 
while Sarngadeva does not mention Somesvara by name in his 
elaborate treatment of Gaundall-vidhi, Jaya does at some length 
(p. 229, VII. 161-3): 

ll 

*TT*FcTf ^ *Rte**C I 

sfait ftffcraw; n 

fagt asms i 

^ % 

How closely Jaya had studied Somesvara could be seen in some 
of the minor points taken by Jaya frop? him. For instance, on 
p. 44, si. 171 : in the uses of the abhinaya-harta called lamracuda, 

Jaya gives which is not in Bharata. It is in Some^vara’s 

work that this use of Tamracuda-hasta is mentioned : ^ 

p. 166, si. 6 of my collated Transcript. 

On the movements of some of the angas, pratyangas and 
upangas, certain additional movements or even additional limbs of 
the body themselves, not given by Bharata, are described by later 

1. The text itself gives this date ; see GOS. edn. I. p. 34, si. 62. 

2. It has since been printed and issued as GOS. 133. 
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writers. Jaya has this additional material and as far as our present 
knowledge based on available texts goes, Some6vara*s work is the 
earliest where we can trace this material not found in Bharata, 
There are, of course, some additions here too in Jaya, and stray 
differences in nomenclature, as compared with Somesvara, but most 
of this material is found in Some6vara*s work and what is more, 
Jaya mentions Somesvara by name while dealing with this material." 
The following will show all this: 


P. 27, 61s. 43-5, Java speaks here of four additional movements 
of lips, according to another school, matantara : ayata, recita, vrtta 
and vikasi. These four are from Somesvara who gives these, along 
with the older six, thus counting Ostha-karmans as ten (pp. 154-5, 
sis. 77 ff. of my Transcript). 

t 

P. 29, sis. 55-7, Jaya gives seven kinds of Hanu which is not 
dealt with by Bharata. It is Some6vara who speaks of Hanu and 
its varieties (p. 156, my Transcript) and in addition to the 
seven reproduced by Jaya, has a composite action of Hanu, 
Cala-samhata. 

P. 29, sis. 58-61 : Tongue and its movements which are not 
separately dealt with by Bharata. It is from Somesvara, who has 
dealt with them, (p. 157, my Transcript) that Jaya must have taken 
them. See also Notes. 

P. 30, sis. 62-4: The Danta-karmans again in Jaya are not 
from Bharata who does not speak of them separately, but from 
Somesvara (p. 157, my Transcript). 

P. 34, sis. 89 : As already noted, Jaya makes here a mention 
of Somesvara by name and says how he solved the problem of 
keeping the total number of the Hastas as 64, by leaving" out Lalita 
and Valita as being covered by Pallava and Lata (p. 161, my Trans¬ 
cript). See also Notes. 

P. 46, 61. 183, on Nisadha-hasta, Jaya notes divergent definitions 
in Bharata and Abhinavagupta and refers to certain other authors 
(anya-tantra-vidhayinah) as following the view of Abhinavagupta. 
The * certain other writers * mentioned here include Somesvara who 
gives this definition of Nisadha (p, 169, my Transcript). 



P. 62, 41s. 312-5: Janu and its seven movements. These are not 

W T 

in Bharata. Some4vara gives exactly by name and number the same 
Janu-varieties (p. 176, 41s. 3949-53) as seen in Jaya.and Jaya draws 
upon him here. 

P. 63, 41. 320, Jaya speaks here of * pare *, others giving five 
•other Jahgha-movements. This * pare * refers to Some4vara. (p. 176, 
my Transcript). See also Notes. 

P. 64-6, 41s. 329-337: After giving the Padas according to 
Bharata, Jaya adds that * others * (pare) give another set of ten 
Pada-varieties, tadita etc. This * pare' is most probably a reference 
to Some4vara who has these, though with some difference (pp. 177-8, 
my Transcript). See also fns. on p. 65 of Text and Notes at the 
end. 


Pp. 66-7, Padangulis, fingers: These are not in Bharata but 
are given by Some4vara wherefrom Jaya must have taken them 
(pp. 178-9, my Transcript). See also Notes. 

Jaya uses Some4vara*s work on the De4l also : 

On pp. 159-60, he deals with the twenty-three De4i-sthanakas, 
twenty-one of which Some4vara has described, calling them simply 
‘ sthanakas ’ (pp. 179-180, my Transcript). See the elaborate Notes 
on this at the end. 

On pp. 163-9, Jaya deals with the Utpluti-Karanas, coming 
under De4i. Here again, he draws material from Some4vara, though 
he supplements it from some other source. On the Kapala-sparsana 
here (p. 138, 41. 78), Jaya prefers this name given by Some4vara 
and rejects the name Kapala-curna given by others. The detailed 
Notes at the end on this topic may also be seen. 

Pp. 181 ff., 41s. 59 ff. Jaya gives here, as part of the De4i,a large 
number of movements of the legs and feet and says that the old 
teachers or authorities (Cirantanacaryas) devised a number of feet- 
movements, which they defined as De4l-caris of both the varieties, 
the Bhauma, maintaining floor-contact and Aka4ika, aerial or 
involving jump. In the former (Bhauma), twenty-six are given and 
in the latter, sixteen. Now all these De4i-cSris (26 plus 16), with 
the same names and definitions, are to be met with in Some4vara 



71 


(pp. 182-188, my Transcript). Wo may, therefore, take the Cirantana - 
carya of Jaya in £1. 59, p. 181 as referring to Some£vara. 

There is also one other non-technical context where Jaya 
discloses his close acquaintance with Some£vara*s work. On p. 202, 
when describing the places suitable for settingup a dance-stage, 
Jaya paraphrases in line 1 of £1. 2, a couple of lines from Somesvara 
on the same topic, at the end of the dance-section of his Thesaurus 
(p. 191, my Transcript). See fn. on p. 102. 

OTHERS 

In addition to authorities cited by name, who have been noticed 
above, Jaya cites many times divergent views or additional material 
or alternate names with the general reference 'others’, 'some 
others * ‘ another view’,—* anye , apare t acaryah, eke, kecit, kaiscit , 
pare , matantare. The following is the full list of such anonymous 
references to others, by pages and slokas: 

14.72 ; 17. 19 ; 46.179, 183 ; 47.19 ; 50.214 ; 51. 216 ; 52. 223, 
228 ; 54. 246 ; 55. 254, 256 ; 56.258, 266 ; 57. 269 ; 58. 281, 282, 283 ; 
70.21; 72. 32 ; 73. 35 ; 76. 52 ; 84. 107, 109 ; 89. 129 ; 105. 38, 39 ; 
112. 79, 82; 114.90; 115.99; 122. 153 ; 124.157; 133.218; 138. 
248; 151.335 ; 154.357, 358, 360 ; 155.365 ; 165.56 ; 168. 78, 79 ; 
169. 87 ; 181. 59 ; 187. 110; 190. 132. 

Not all these need be taken as references to unknown authors. 
Some of them refer to the same authorities who are mentioned by 
name in other contexts and who have been considered above at 
some length. From what has been shown already, the following of 
these references to * others ’ are identifiable as those to Kirtidhara 
and Somesvara: 

46. 183 ; 47. 191 ; 70. 21 and 181. 59; and probably also 73. 
35-36, 38. 

Quite a number of the others are not original but go to the 
Abhinavabharati where itself they occur as references to ‘ others 
' some ’ and so on. This set of references going to the Abhinava¬ 
bharati are : 

14.72 (two additional lasyangas ; these two occur in some 
recensions of Bharata's text itself) , 46. 179 ; 52. 228 , 54. 246 ; 
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55.254, 256 ; 56. 258 ; 56-57. 266 : 7 ; 57.269 ; 58. 281 ; 72.32 ; 
105. 38, 39 ; 112. 79, 82 ; 114. 90 ; 115. 99 ; 122. 153 ; 124. 157 *, 
133.218; 138.248; 151.335 ; 154.357, 358, 360 ; 155.365. 

Some of these references on Karanas, mentioning the alternate 
names in terms of Vartana, are likely to be references to Kirtidhara. 

If we leave out the above, the cases of anonymous references 
which remain to be examined as to their likely identities become 
sixteen : 

17.19 : Eleven additional heads. The source of these is not 
known ; some of these occur also in the Sanglta Ratnakara. 

50. 214 ; 51. 216 : Additional Hasta-pracaras. See Bharata 
and Abhinavabharatl, GOS. II. p. 70, which correspond to Jaya 50. 
213. The additional Hasta-pracaras discussed here are not in the 
Abhi. Bha , but are to be seen in the Sanglta Ratnakara 

52, 223: Six other actions of hands. They are seen just as 
given in Jaya, in the Sanglta Ratnakara, but two of them seem to 
occur in Bharata IX. 221 (GOS.). 

58.282: On the Nrtta-hasta Lalita: The matter referred to 
with the mention of ‘ pare ’ here is partly found in the Abhi. 
Bha. II. p. 79. 

58-59. 283, 286 : The additional Hastas mentioned here as 
given by others are seen in the Sanglta Ratnakara. 

76.52 : Jaya says here that some writers consider the Aviddha 
Carl to be preceded by Aksipta. In fact, that is the sequence 
found in Bharata itself, but we do not know if any writer specifically 
incorporated this idea as part of the definition of the Aviddha as 
Jaya’s words would suggest. 

84. 107: Under Unavista-sthanas ; the alternate name Kranta 

- • • 

for the Sthana Yoga-krta is to be seen in the Sanglta Ratnakara. 

84. 109 : In the same context ; the alternate name for Cintakrta, 
namely Madalasa, is seen in the Sanglta Ratnakara. 

165.56: The alternate name Uroncita for the Utpluti-karana 
called Lankadahancita. It has not been possible to trace the source 
of this alternate name. 
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168. 78 : The alternate name Kapala-curna for Kapala-spanfa. 
This could be seen in the Sanglta Ratnakara and Sanglta Samaya 
Sara. 

168. 79 : Nataprstha. alternate name according to some, for 
the Karana Vyankola. This too is to be seen in the Sanglta Rat¬ 
nakara. 

169. 87: Antarbhramari and Bahyabhramarl. These are found 
in the Sanglta Ratnakara. 

187.110: Here are given by Jaya four additional Carls according 
to others. These are not to be found in Somegvara or Sarngadeva ; 
only one of them could be traced in Par^vadeva. 

190-132: On a different description of the Degl Lasyanga 
called Lali. This can be traced to the Sanglta Ratnakara where it is 
found as Ladhi. 

The above examination shows that of the sixteen anony¬ 
mous references to ' others*, eleven are known to be or may be 
taken as references to Sarngadeva ; of the other five, none could 
be fully traced to any other known source ; two are partially seen in 
the Abhinavabharatl itself, one partially in the Sanglta Samaya 
Sara and one other partially in the Sanglta Ratnakara ; and only 
one (165.56) could not be traced to any source, even partially. 

Sarngadeva 

Even as the Nrttaratnavall does, the Sanelta Ratnakara provides 
us with an excellent resume of the Abhinavabharatl, sometimes 
amounting, in a more prominent manner, to a metrical paraphrase 
of Abhinavagupta. Java wrote his work in A.D. 1253-4 under 
Kakatiya Ganapati. Sarngadeva wrote his Sanglta Ratnakara under 
the Yadava Singhana, who ruled from probably A.D. 1208 upto 
1247 when he died. Sarngadeva was Accountant-General under 
Singhana and his work cannot be dated later than 1247. The 
Nrttaratnavall was therefere written subsequent to the Sanglta 
Ratnakara. The two texts were written in contiguous parts of the 
country and if Jaya does not mention Sarngadeva or his work by 
name, there should be strong reason for it. Such reason is provided 
by the political relations which prevailed between the Kakatlyas and 
the Yadavas and which have already been referred to (See above. 


10 
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Introduction p. 9). A Yadava inscription 1 says that Singhana’s pre¬ 
decessor released Kakatiya Ganapati from prison and re-established 
him on his throne. Mahadeva, Ganapati’s father, attacked Devagiri 
and died in action, and the son was captured by the Yadavas. This 
■should have produced a feeling of resentment in the Kakatiya court 
against the Yadavas and naturally the work produced under Sin- 
ghana is not mentioned by name in the work produced under 
Ganapati. 

The internal evidence, however, discloses Jaya's knowledge of the 
Sangita RatnSkara. As already seen, some of the additional material 
or divergent scheme of classification or alternate nomenclature 
referred to anonymously by Jaya is to be seen in the Sangita 
Ratnakara. While it is not ruled out that both &arngadeva and 
Jaya might have drawn on a common source not n»w extant, like 
the work of Bhoja, as far as the available literature shows, the 
earliest source to which we can trace this material is the Sangita 
Ratnakara. Indeed, from a few cases, it appears ihat the Sangita 
Ratnakara is the text kept in mind by Jaya. 

Pp. 26-7, Sis. 39, 40: On the two actions of the lip, Visarga 
and Viniguhana, there is correspondence between Jaya and Sarnga- 
deva, but as the seeds for this correspondence could be seen in 
Bharata and as the Abhinavabharati on this portion is missing, we 
cannot assume here any dependence of Jaya on Sarngadeva, on these 
two Abhinayas. 

P. 34, 31s. 94-6, the use of Singular number for Samyuta-bastas 
(double hands) like Anjali, but dual number for Nrtta-hastas where 
also both hands are used. In the Notes to these three verses, I have 
shown the basis in the Abhinavabharati (on IX. 10, 184) for Jaya’s 
detailed explanation. It may be noted that a detailed explanation, 
corresponding to what Jaya gives, is also found in the S. R. (VII 
249-254, Adyar), but what Jaya and &irngadeva say seem to be two 
parallel elaborations of Abhinavagupta. 

Pp. 50-51, 31s. 213-6: Jaya speaks here of five Hasta-pra- 
c&ras according to Bharata, then ten according to others, 
and then five according to still some others. In fact, Bharata 
(GOS. IX. p. 69, 31. 181) gives only three arm-movements; 


1. From Bahai, Mysore State. 
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it is in $1. 182 that five are given, and the Abhi. Bha. notes that 
the five are what Bhatta Udbhata read and three are enough since 
Udbhata’s Adhastala is included in Bharata’s Adhomukha, Agraga 
in Uttana and TryaSra in Parsvaga. While Jaya fails to note this, 
Sarngadeva has taken special note of Bhatta’s i.e. Abhinavagupta’s 
criticism. 

I S- R ‘ VI1 * 534. 

In £1. 214, Jaya mentions the ten additional arm-movements 
Urdhva-tala, Adhas-tala, Tiryak-tala, Agra-tala and Sammukha-tala , 
and Mukha being qualified by Urdhva etc. In £1. 216, the same 
five directions Urdhva etc. are given, qualified by ‘gata’ or 
movement. 

Now these fifteen additional Hasta-pracaras are to be seen in 
the S.R. VII. 534-547, (Adyar edn) That it is Sarngadeva whom Jaya 
is having in mind when he speaks of others giving these additional 
arm-movements seems to force itself on us, for Sarngadeva expressly 
says here that it is he himself who gives out, i.e. for the first time, 
these ten and five additional Hasta-pracaras: 

55^355^3x3$: $TT§?^3f 5*33133 II 

P. 52, £1. 224: After describing the ten kinds of Bahus as dealt 
with by Bharata, Jaya gives six more, Sarala, Andolita, Namra, 
Udvestita. Utsarita, and Prasarita, according to others. These six 
additional ones, with different names in two eases, are found in 
S. R. VII. 337 but as Sarngadeva himself introduces them as 
‘mentioned by others’, there is no question of Jaya being indebted 
to Sarngadeva here. 

Pp. 58-9, Sis. 283-6, Jaya says here that according to others, 
there are three additional Hastas, the single hand (Asamyuta-hasta) 
called Nikuncaka, the double (Samyuta) called Dvigikhara and the 
Nrtta-hastas Varada-abhaya. These are given, as far as we know 
now, by Sarngadeva. S. R. VII. 283-286, It may be noted that in the 
actual definition of the last, the Varada-abhaya, Jaya omits £arga- 
deva’s requirement that the hands should be Aralas here; Jaya 
has them simply as Patakas, a more proper view which the 
Sangitamuktavali follows. 
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Pp. 70-9, £ls. 69-72: Jaya defines here Sthana; although the 
basic ideas here are derived from the Abhi. Bha. (GOS. II. p. 107), 
it can be seen by comparing the lines in Jaya with those in the S.R ., 
(VII. 1018-9, Adyar) that almost the same expressions are to be 
found in both the texts and the impression that Jaya is using the 
S. R. cannot fail to occur. 

P. 84, $1. 107: The seated pose (Upavista-sthanaka) called Yoga- 
krta is said to be called Kranta by others; Sarngadeva describes it 
with the name Kranta. S. R. VII. 1098. In SI. 108, similarly 
Cintakrta is said to be called Madalasa by others and it is found 
that Sarngadeva calls it so. S.R. VII. 1096-7. 

P. 87, 61s. 118-9, Sthanakas of women. See the detailed foot¬ 
note here. The texts of Jaya and Sarngadeva run very close, even 
verbally, thogh Jaya adds one more, Pronnata, to the four in 
Sarngadeva. Sometimes close verbal conrespondence may be seen 
between the texts of Jaya and Sarngadeva, but where this relates 
to topics or ideas traceable in Abhinavagupta, this parallel 
between these two writers is due to their common base in the 
Abhi. Bha. While many instances could be cited to illustrate this, 
even a small case will spotlight it effectively : 

On p. 91, 61. 141, when beginning the subject of Mandalas, 

Jaya says in explanation of what Mandala means: 

flWqTWSmfsftfa l| 

In the same context, Sarngadeva has (VII. 1146 Adyar, 1156 
ASS.): 

»*»i ■■ ■■ mi un — mmmwt* 

Both these above are versifications of what Abhinavagupta says 
briefly (GOS. II. p. 119): 

P. 168, 61. 78, under Utpluti Karanas of De6l, Jaya says that 
the Karana called Kapala-spar6ana is called by others Kapala-curna. 
As pointed out in the footnote on that page, this other name is seen 
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in the S . R. The next Karana Vyankola is said to be called Nata- 
prptha according to others; &arngadeva (VII. 708-9, Adyar) uses 
Nataprstha as the main name and Vyankola as that given by others. 
This therefore would not be a decisive evidence of Jaya’s inde¬ 
btedness to $arngadeva. In £1. 87, p. 139, two De£i-bhramarls are 
said to be called Bahya and Antar Bhramaris ; these two names are 
seen in the S.R. VII. 775-6. On the De£l Lasyanga, an alternate 
definition, according to others, is recorded by Jaya in £1. 1321 p. 190, 
and this definition can be traced to the S. R. VII. 1209-10. 

P. 173, ch. VI. £ls 1 ff.: Sixteen De£i Padas, as given by Matahga, 
are described by Jaya here. As pointed out in the footnote on p. 
173, these are to be seen in the S.R. as well as in the Sangita 
Samaya Sara: in both these latter works a much larger number of 
these are dealt with. They are dealt with under De£l Caris by 
jSarngadeva who gives thirty-five of them : Par£vadeva deals with them 
as De£i Padas, as Jaya does but he also gives much more than Jaya, 
though the exact number cannot be made out. It is therefore 
difficult to say from this context whether Jaya has here drawn upon 
the S.R. 

In ch. 7, p. 230, £ls. 166-71, Jaya describes the master dancer or 
dance-master, Nartaka whom fsarngadeva calls Upadhyaya, S. R. 
VII. 1247-51 (Adyar). The description in the two writers is very 
close, as shown in the tabulation of the requirements of a Nartaka 
in my Notes at the end. The correspondence is strikingly close, but 
the possibility of both drawing upon a common source is not 
ruled out. 

parSvadeva 

On the question of the relation of the Nrttaratnavali and the 
Sangita Ratnakara, we had, in addition to parallel ideas and expres¬ 
sions, the external help of the known chronological sequence of 
the two texts to decide the matter. But in the case of the authority 
to be discussed now, we do not have this externa] help but as in the 
case of the internal evidences in the former case, here too we have 
at least one decisive context which would prove that Jaya knew the 
work of this authority viz. the Sangita Samaya Sara of Par£vadeva. 
The chronological position of the Sangita Samaya Sara has been an 
intriguing question in the history of the literature of music 1 , and 

1. See my “Some Names in Early Sangita Literature'*, J. of the Music 
Academy, Madras, III. p. 30. 
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.what will be shown presently would be the first clear evidence ever 
to be cited to indicate at least a closer, though yet relative, date for 
Parsvadeva and his text. 

The Sanglta Samaya Sara of the Jain writer Parsvadeva has been 
published in the Trivandrum Sanskrit Series (No. 87) but the text 
presented there is incomplete and most defective. 1 have collated 
more manuscripts of it for an improved edition, offering the full 
text; and what I say in the sequel about ParSvadeva’s work is 
based on its printed text as well as my manuscripts of it. 


As 1 have already shown 1 , Parsvadeva mentions by name Bhoja, 
Somesvara, Pratapa and Paramardi 3 ; of these we definitely know of 
SomeSvara and his work which has been dealt with above and which 
was wriiten in 1131 A. D. Paramardi flourished a little later 3 . The 
last quarter of the 1-th Century would therefore furnish an upper 
limit to Par£vadeva’s date. The earliest writer to quote Parsvadeva 
by name is Singabhupala, (C. 1380 A.D.), author of a commentary 
on the Sanglta Ratnakara, and this would furnish us with the lower 
limit. The evidence of the Nrttaratnavail helps us to narrow down 
these limits further. 

An important subject to which Jaya devotes special attention is 
the elaborate description of De£l Lasyangas in Ch. VI, £ls. 117ff. 
This was a subject which was gaining importance at the hands of 
the writers of this age. ^arngadeva is rather brief, giving only ten 
of them. The Sanglta Samaya Sara and the Nrttaratnavali give many 
more, the former twenty and our text forty-six. As Jaya says 


1. See J. of the Music Academy, Madras, Ill. P> 30. 

2. See p. S, T.S.S. edn.; in addition to this, in verse two at the beginning, 

available in the MSS., and missing in the printed text, Parsva¬ 
deva mentions Bhoja and Somesvara among his authorities: 


^ 3*11 

See also p. 93 of the printed text where at the beginning of the 
Tala chapter, Parsvadeva again mentions Somesvara. 


3. J. of the Music Academy, Madras, III. pp. 27-28. 
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expressly at the outset here, he is taking special efforts to set forth 
these Lasyangas clearly; 

fefosrsrer s r fagw i *mrara: i 

sisrorftr fe qre i m : II 

But from his calling these as *prasiddha*, we have to suppose 
that, although he clarified their conception, they had been known 
already. Now, if we examine the Sangita Samaya Sara and its treat¬ 
ment of De£i Lasyangas, we find Par£vadeva saying here in so many 
words that earlier writers did not speak of these and he was doing 
so for the first time. 

sra P. 71 

—a statement which could be justified only by assuming ParSva- 
deva’s priority to Jaya. This would clinch Par^vadeva’s date further 
as the century between Jaya, A.D. 1253, and Somesvara and 
ParamardI, C. 1131-65. 

There are other contexts where close parallels could be seen 
between the texts of Jaya and ParSvadeva, especially on topics of 
DesI, on which the Sanglta Samaya Sara provides valuable material. 
In Ch. VII, p. 211, si. 57. Jaya describes the anga Vikata of the 
De£i dance Perana, and says that some call this Vagada according to 
the Bhandika parlance. 

v%\ srfefea: i 

ParSvadeva does not call this anga Vikata but gives it the name 
Vagada. 

m*ik 5Rsr^ i 

P. 73, si. 218. 

At the beginning of his work, ParSvadeva has stated that the 
Bhandika terminology came from Bhoja and Somesvara; Bhoja’s 
work is not available and this kind of description of Perana and its 
angas is not to be seen in the Abhilasitartha-cintamani; it is in the 
Sanglta Samaya Sara that we have a specific mention of this Perana- 
anga as Vagada. 

We may take another context where Jaya seems to repeat the 
words of Par6vadeva. Towards the end of the section on De£i 





Paddhati, in the description of the feature called Puspanjali, Jaya 
says (p. 214, £ls. 74-5): 

TO 55t% 5«TT^F5ftfcr II 

trr®% SI^r^fegcSTTr^ 'RTCRIT3 II 

It is in the Sangita Samaya Sara that this is called Puspanjali 
(P- 52, £1. 132 and p. 55, £ls. 165-7) and it is Par£vadeva who says 
that, according to him, the playing of a particular class of 
rhythm-instruments is not proper. 

5ts^: tysqi^ ^rRt 5I 

saft sTFrtfters^T ^ are^ffTOi to ii 

This express statement of Par£vadeva of his own view and Jaya’s 
reference to it, as well as to the name Puspanjali being given to it in 
the former and the latter’s reference to that also, makes it most 
likely that Jaya was having Par£vadeva’s work before him. 

There is close correspondence also in the description of the 
De£i dance called Prekkhana in Jaya (p. 215, £ls. 77-79) and 
Par£vadeva (p. 73, sis. 223-4). 

i 

On the De£l dance next described by Jaya, the text of Jaya has 
some correspondences with that of Parsvadeva (p. 73). See my 
footnotes on pp. 211-3. 

Further correspondence of this type cculd be seen below in the 
detailed and tabulated comparative study of the Desi dance forms 
and the details of their constituent elements and performance as set 
forth in the Nrttaratnavalf, the Sangita Ratnakara and Sangita 
Samaya Sara. 


DE& INK TTA S AMU DR A 

m 

1 have reserved the consideration of this name to the end. In 
the beginning of ch. VI, Jaya speaks of sixteen Padas of De£i as set 
forth by Matahga, and follows it up with twenty-eight further 
actions of the feet, called Pada-or Pata-manis. (VI. I4ff.). When 



introducing the latter, Jaya says he has taken out from the ocean 
of Deii dance some of the beautiful leg-movements. 

in j' 

• *• 

< - - 

The expression Degi-nrtta-payoraSi, I had first taken as a 
general figurative description of the De$I dance. The general 
impression is that on De£i dance, as on De£l-music, the most impor¬ 
tant treatise jg^Matanga’s Brhadde^i. . But from an extract made by 
Kallinatha in his commentary on the Sangitaratnakara, it appears 
that there was another treatise on De£i of considerable size and 
importance bearing the above expression as its very name, DeSinrtta- 
samudra. As this quotation occurs under the name of Kohala and 
over the colophon Sangltameru, a dialogue between Kohala and 
Sardula, the text seems to be an old one and this is further sup¬ 
ported by the quotation mentioning Narada as the speaker in it. In 
this extract, to whioh I have already drawn attention above under 
Bhatta Tandu (p. 50), we .read that in the text called De£lnrtta- 
samudra, Narada spoke of ,seven hundred calakas or arm-move¬ 
ments. 

gft*n <i*n g% i 

Commentary on S.R ., p. 112, Adyar edn. 


From this it is clear that 'besides Matanga’s BrbaddeSl, there 
was another large work on De£i ascribed to Narada, called De£l- 
nrttasamudra which also Jaya used. 


JAVA'S REFERENCES TO HIMSELF 

A set of references in which Jaya menlipp.s,,|imself and his own 
opinions may now be examined with , a vipjy, L$d«d out if in these 
places, Jaya offers any independent or.QrigipaJ vie\ys Of his, own or 
his own solutions to problems. Whfpnoyfdug (< th* earlier authors 
from Bharata downwards and the rel^tipA^Ayldph Jaya’s work 
stands to their works, attpp ? ti^>nhas alrca^ ; Jieen drawn to the 
value of Jaya’s interpretations apd It is to be 

expected that his own originalit$ and^^c^jcontribution would 
be conspicuous at places where hp mentions himself 

and his own views. These seen in terms of 

Jayana, Gajasadhanika etc., Vayam and Man-matam ; they occur 
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on pp. 14, 67, 78, 99, 100, 136, 151, 154, 157, 158, 160, 172, 173, 
174, 186, 188, 201 and 209; occasionally such a reference is 
eeen also with a mere use of the verb in the first person e.g. 

T&imk I (P-76). 

P. 14, gl. 72: This is on the subject of 

the two additional L&syfihgas which are already found in some 
recensions of Bharata*s text. Abhinavagupta explains how these 
two additions are superfluous and J&ya follows Abhinavagupta. 
Jiya's reference to his own view here is therefore to his following 
Abhinavagupta*s .view. 

P. 67, 41. 346: f This is a 

colophonic statement rounding off his treatment of Xngikabhinaya. 
The epithet here that Jaya is one who has understood Bharata’s 
mind is, as already pointed, quite justified. 

P. 76, 41. 54: On the execution of the AkaSika Carl called 
Nupurapadika, Jaya first gives the detailed mode of doing it as 
explained by Abhinavagupta. The bent leg should be taken back 
«o that the heel touches the buttock and then the whole fore-leg 
should quickly and forcefully hit the ground on the side. That the 
foot should strike the ground on the side is Abhinavagupta’s addi- 
tional elucidation. In Bharata, only the ground is mentioned and 
not the direction. Jaya adds that in his own view, the resultant 
grace and beauty are the important things and according to that 
requirement the leg, after touching the buttock, could be brought 
down to strike the ground just straight below, without aiming at the 
side. This is clearly a case of Jaya's own contribution based on 
practical knowledge. 

% 

* 

P. 78, 41. 66: Here again, Jaya has an observation based on the 
sanction of actual practice. The context is that at the end of a 
co-ordinated pattern of movement, when the artiste reaches a point 
of rest, the hands should come to their place of rest viz. the hips. 
That is what Bharata leys in brief (X. 49, GOS.). But, when they do 
so, what poses the hands should or would naturally take is a question 
which Abhinavagupta clarifies ; he says that if the context is inter¬ 
pretative dance or Nftya, the hands would be Ardhacandra and if it 
is pure rhythmic danct, Nftta, they would be either Pakgapradyota 
or PakfavaHcita. Jaya, as fi usual with him, first gives the details 
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according to Abhinavagupta ; but adds that as they see it in actual 
practice, in Nrtya, all the three bands are in use. 

BBllft Blit I 

P. 99, £1. 198: A colophonic mention of the author. 


P. 100, £1. 1: A similar mention of the author’s name at the 
beginning of the chapter and of the treatment of a new subject. 


P. 136, £1. 243: A colophonic statement that the author has 
concluded the section on Karanas. 


P. 151, £1. 340: 


gTffgrei IW P WRH : 



I 


Here, as in the first instance noted above, Jaya's mention of his 
having set forth the sequence in the Angahara Parivrttaka-recita 
means only that he has carefully described it according to Abhinava¬ 
gupta. Except in the last three lines 339-40, where Jaya expands a 
brief statement of Abhinavagupta that the earlier Karanas here are 
to be done facing each of the four quarters and the last two, which 
conclude the Angahara, facing the audience, the rest of the descrip¬ 
tion in Jaya is a reproduction of the Abhi. Bha. 

P. 154, £1. 361, ‘BB .on the reason why 

Angaharas are only thirty-two. This again is not original, but 
refers to Jaya’s acceptance of an explanation given by Abhinava¬ 
gupta. See footnote on that page. 


P. 158, £1. 2, a statement that Jaya begins the treatment of 
De£i. 

P. 160, £1. 18, on the De£i-sthanaka Paravrtta. Jaya’s statement 
that he has thus defined Paravrtta may be justified in as much as the 
description of this Sthana is more brief in Some£vara, Sftrngadeva 
and Par£vadeva. 


P. 172, £1. 106, the reference here is to Jaya’s work on music, 

the Gltaratnavali. 

P. 174, £1. 14, a statement at the beginning of the topic, 
Pata-manis that Jaya is dealing with that subject. But such a state¬ 
ment is significant in this particular cootcxt* for as far as our present 
knowledge goes, Jaya is the earliest to deni# under one bead, with 
these De£i leg-movements numbering twinty«eight. Jaya says here 
that he has taken these from the work culled De£iorttasamudra. 


P. 184, £1. 100. — \ This is a case of Jaya 

offering hit own definition of the De£l Aka£a Car! called Dandapada. 
This Carl is defined in verses 99-100, and first Jaya gives a definition 
'which is the same as found in the Sangitaratnakara and then says 
that according to his own view, the Dandapada is to be done in a 
^different manner. 

P. 188, £1. 112: After describing De£i-C&ris which are found in 
-other works also, Jaya gives a set of four Carls, which except for the 
last, are not to be found in other works. The second Carl described 
here is called Hamsaruta and its description, Jaya says at the end, 
is given by himself. 

gqrea aft qi* qrorangrift: i 

Hamsaruta is the lifting up of one foot and moving it in air in 
accordance with the rhythm and the syllables recited for the rhythm, 
with the anklets making a fine sound ; it is from this sound of the 
ankle'bells which alone are heard that the movement is called 
Hamsa-ruta, the notes of the swan or the sound of the anklets. In 
Kathak, ankle-bells are thus sounded in accordance with the rhythm 
for quite a long time, but without lifting the foot. This is a case 
where there is something which seems to be really Jaya’s own 
contribution. 

One of the references of Jaya to himself, p. 172, £1. 106, stands 
on a different fooling. This mentions another treatise of Jaya, on 
music which from its name, Gltaratnavali, seems to be a companion 
volume to the present work. This work on music when unearthed 
could be expected to throw a good deal of light on the topics 
of the Nrttaratnaval! too, as Gita and Nrtta are intimate Samana 
tantras. 

% 

4 1 y » * * 

VIII 


WRITERS INDEBTED TO JAYA 


Having dealt with the writers whom Jaya has drawn upon, wo 
may take note also of those who have drawn upon Jaya. The 

/ t 4 

citations of Jaya in later works are not commensurate with the 

► 5 y 1 ® ^ it . 

importance of his work ) but it cannot be said that the work was in 
undeserved obscurity. The very fact that a Devanagarl manuscript 
of it has been presefV^d'ohiside South India is evidence of the wide 
use made of it. Apdft' Irjrb’r^^ a %on-Soutii Indian manuscript of it, 
we actually filid, from ollr comparative study, that Kumbhakarna 
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of Mewad (A.D. 1433-68), author of the Sangltaraja, used it in the 
dance-chapter of hie work. This I have shown in the footnotes on 
pp. 220, 22$ and 246-7; some of the parallels in Kumbha, pointed 
out here, are pretty close to Jaya. In the region itself where Jaya 
wrote, namely Andhra, the Reddi King Komativema (A.D. 1402- 
1420) made liberal use of Jaya’s work for his Sahgltacint&mani. See 
footnotes on pp. 174, 177-8, 180-3, 209-10 and 221 of the text and the 
Introduction, p. 6 above. In Tanjore where two Telugu manuscripts 
of the work bad been preserved, the Nrttaratn&vali was used by the 
Mahratta King Tulaja in the dance-chapter of his Sangitasaramrta, 
where he twice extracts from Jaya’s work. See footnotes on pp. 7-9 
and 205-6 of the Text and my Introduction to Tulaja’s work.i 

IX 

NOTEWORTHY POINTS IN JAYA’S TREATMENT 


During the examination of the relation of Jaya’s text with those 
of other writers, a number of points on which Jaya’s treatment is 
noteworthy has been noticed. Also when considering cases where 
Jaya refers to himself, ideas on which Jaya had his own views or 
which could be taken as his own contribution were noted. There are 
several other matters which, on a detailed examination of the 
contents of the work, would show the value of Jaya’s exposition. 
I may, in this connection, first deal with two subjects in dance 
which are of major importance and then draw attention to several 
other noteworthy points. 

The Karanas form an important aspect of Marga dance and in 
the DeSl-developments, the concept of De$I, its constitutent elements 
and the folk, regional or popular dance-forms form the important 
subjects. I shall now devote some attention to these and see what 
significant material Jaya has to offer to us on these subjects. 


THE KARANAS 

* > * * , * • 

- > * 

The Karapa ^ unit of a dance-sequence called Angahara. 
The Kara pa itsejf is ^particular combination of bodily movements 
comprising chiefly thip disposition of the hands and the legs. This is 
the essence of the dance* ,and although the old names of these poses 
had become obgjtfpte.jj} .Jafcff times, the material as such, as I have 
shown elpeiwhere, has not changed and either in whole or in part, 
under diyersf Uter and local pomenclature, these poses or parts of 
them, persist^ and cpidd still be,recognised in the surviving d <nce- 


forms. 




>■ < 


-» 
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1 . . EdoU j*u|todU»4eHty, Madras, pp. xxv-xxvu 





The variety and beauty of these Karanas, numbering hundred 
and eight, in their classic conception, are themselves suoh that a 
study and assimilation of these in a proper manner would form a 
great enrichment of our dance-traditions in their surviving forms 
to-day. The detailed examination and correlation of Karanas form 
a desideratum in Nitya-studies; it is not only a fruitful investiga¬ 
tion but would form a highly interesting subject, especially because 
there is conspicuous and concrete external testimonia to help in the 
study of the textual description of these. 

On the textual side, we have the verses in Chapter IV of 
Bharata's Natya £astra which form our starting point. Next to 
Bharata, we have the elucidations of Abhinavagupta. A third 
factor, which arises out of the Abhinavabharati, is the treatment or 
descriptions of the Karanas in a way different from that of Bharata, 
given by certain post-Bharata exponents who preceded Abhinava- 
gupta like Klrtidhara and Bhatta Tandu. The further point in this 
line in the textual description of the Karanas is the work of the 
important post-Abhinavagupta writers, particularly &arngadeva and 
our own author, Jaya. 

On the side of external aids to the study of the Karanas, we 
have such help as is not prabably available on any other aspect of 
Indian dance, this circumstance itself showing, by the way, the 
central importance of the Karanas in the whole field of dance. 
There are available to us visual representations of the Karanas which 
are valuable because they help not only in the checking of the 
proper pose in each but also in conveyiog to us more concretely a 
picture of each which is not easy to obtain from the laconic verbal 
descriptions of these in single short anu?tubh verses in Bharata. 

■ 

For a long time, the only such visual and concrete aid we had 
was the sculptures of the Karanas in the towers of the $rl Nataraja 
Temple at Chidambaram. The usefulness of these Is doubled by 
the fact that in addition to the figures, the panels carry also Bharata*s 
verse on each Karana. More recently a series of the Karana-scul- 
ptures of a larger size, but not of the complete eet of hundred 
and eight, had come to light in the first floor of the Big Temple 
at Tanjore. Though incomplete, this series of representations is 
valuable for comparative study. Subsequently, a closer scrutiny of 
the scultptures on the towers of some other templet in Sooth India 
has shown at least three more serial representations of the Karenas, 



namely, those in the $lrngapftni Temple at Kumbhakonam and in the 

temples at Vrddhacalam and Tiruvannamalai, the first of these 

three being more widely known than the latter two. I have seen 

and examined the Chidambaram series in situ often and the Tanjore 

series also more than once. Recently I had also been twice to 

Kumbhakonam and once 10 Vrddhacalam and spent a considerable 

time examining the representations on the towers there. The 

Kumbhakonam series does not give the descriptive verse for each. 

but it affords great help by giving the title and number of each. 

although this number and title label are obliterated in several cases 

or thickly overlaid with lime-coating. A comparative study of these 

representations of Karanas in sculpture among themselves and then 

vis-a-vis the textual descriptions in Bharata. Abhinavagupta. 

Klrtidhara and Bhatta Tandu, as also in the later writers like Jfiya. 

«« • • 

reveal very interesting data on the nature and identity of particular 

Karanas. 

# 

In Western India, some examples of Jain miniature painting 
have been discovered which depict dance-poses, and as already 
mentioned, in the very region where the Nrttaratnavali was written, 
fine large-size bracket-figures, depicting dance-poses are available. 
To these and others. I shall come in the end. 

As already pointed out. the Tanjore series is incomplete. On 
the first floor of the big central tower of the Brhadl£vara temple, a 
little above the floor-level, the carving of all the 108 Karanas bad 
been planned, accommodating normally two in each block of stone 
and occasionally one on each smaller block. 81 poses on these 
stone-pieces had been carved, the last one not fully finished and the 
stones for the rest being left blank. While in Chidambaram, the 
Karanas are shown through a woman-dancer, the Tanj ore-pan els use 
Siva Himself, attended occasionally by a Gana to fill in a gap; for 
the 61st Karana which is particularly best depicted by a lady, and 
possibly for 72nd alao, a lady, possibly Parvatl, is shown. Because 
of Siva being used here, the figures have been given four hands and 
as a rule only two hands show the pose required for the Karana, 
the other two holding some weapon or emblem of £iva. The theory 
that the artist hat here exploited Siva’s four arms to bring out the 
dynamic aspect of at least the arms in motion is not justified. The 
artist has shown the movements here, especially of the leg, in 
a more natural manner: this is best illustrated by the Karanas 
featuring the Vfleika leg which is swung up far more in the corres¬ 
ponding Chidambaram pieces. Generally speaking, there is evident a 



sense of greater dynamism in the ( Tanjore figures. Although the 

i * ^ 

Tanjore series lacks the oame-iub^ls or vprses,, they being in the 
regular order of enumerat|op .given by ; Bharata, which it has not 
been fortunately possible, to dislocate, is itself an unfailing help 
in knowing the identify of each, 


• * i 

If the Tanjore series is incomplete, the Chidambaram one is not 

9 i ^ 4 ^ 

only cbmplete, but is repeated in more than one place on the towers 
of the Sri Nataraja temple, in a systamatic series as well as 

separately; and as already noted, the descriptive verse of Bharata on 

T . ‘ r % 

each Karana is also given in the main complete series on the Eastern 
and Western Gopuras. Though all the 108 Karanas are shown, 
actually only 93 are cldar* the rest having become damaged ; and 

15 H. ] ' ** 

the inscriptions also, in a few cases, had strayed away from the 
sculptures. But there is the advantage of using together, for cross- 

4 ' ' ' 

checking, the two series in the two above-mentioned Gopuras. 


Chronologically, the Tanjore sculptures are earlier, having been 
generally taken as contemporaneous with the building of the 
Temple by Rajaraja Cola, the Great (A.D. 985-1014). The Chidam¬ 
baram sculptures belong ■ to the time of Koppenmcinga (13th 
century) but owing to the renovation-work in the 18th century, 
certain dislocations and wrong fixings had occurred. The planned 
illustrative Karana series on the Gopuras are not the only dance- 
scultpures in this temple of the Lord of Dance : the corridor round 
the main Nataraja-shrine, ( Natana-sabhS ), the basements of several 
Mandapas, the corridor round the Devl-sbrine,, the thousand-pillared 
hall 1 , all these offer a vast number of dance-illustrations on stone. 

i 1 j * i 


The Sarngapani temple series at Kumbbukonam appears to be 
of about the same time as the Chidambaram series and the Vrddha- 
calam series is Vijayanagar work, copied from nearby Chidam¬ 
baram. 


For the detailed analyses of individual Karanas that follow, 
reference may be made, for the' Chidambaram illustrations, to 
N&tya 3astra, GOS. Vol. I, original and revised editions, and the 

* < 1 , ^ v j, h « * f > *• , 

Tandavalaksana 3 . There is some improvement Jn the Tandava- 

laksana over the woodcut-copies of tne Karanas reproduced 

^_‘ _ .. ■___ , .. W* fr-Vt /J 1 »'f 

1. These are being no,w restored, f|n t(t^nSRS^z«ai^fdr.renovation, 

without much taste or knowledge. < v v 

2. 1936, Q. S. Press, Madrat. •-•••<) «M*<f.*<46 •• 
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originally in the Madras Epigraphies] Report of 1914 and the 
illustrations used in N. $. GOS. I, first edn. In the second edn. of 
N. 1$. GOS. I, while there is sometimes the substitution by a correct 
piece of one wrongly given formerly, there are still several mistakes. 
A common handicap of the compilers and editors of these volumes 
has been a lack of substantial knowledge of the subject, of touch 
with the traditions of the art and of the instinct for or sense of 
What is what in this $astra. We shall come to the causes for 
confusion as well as the clues for proper identification or reconstruc¬ 
tion after a detailed review of the Karanas in the texts and 
sculptures. 

The Tanjore series is unfortunately not yet published. I have 
used a set of photographs of the 81 poses available, kindly given to 
me by the Archaeological Department of the Government of India 
and my own repeated examination of this series in situ. 

For Kumbhakonam also I have used the photographs so 
far taken by the Archaeological Department 1 supplemented by 
my personal examination of the sculptures. There is no basis for the 
assumption that this series depicts Visnu doing the Karanas. 
Obviously, the i^arngapani or Aravamuda Visnu shrine and the 
adjacent Some£vara &iva shrine on its south were originally one 
temple; there is a &aiva inscription on the present &arngapani 
tower. Subsequent to their original discovery, the precious fact 
that at the foot of each piece, the number and name of each 
Karana are given was found out by scraping the lime-coating on 
some of them. The discord between these number-name labels and 
the actual poses in some cases proves that there has been dislocation 
of pieces caused by repair in this tower too ; also the presence of 
the number of each Karana shows that originally the pieces were in 
the order in Bharata, which has not been now preserved. As already 
observed, these sculptures belong probably to the same time as 
those of Chidambaram, although from an inscription of Rajaraja I, 


1. The Kumbhakonam series was first brought to the knowledge of 
the public sometime back by Sri T. S. Aravamuda Iyengar, Advocate, a local 
enthusiast and the local Tamil monthly, Cauvery , now defunct, which 
reproduced 29 of these pieces at random. My first study based on the latter 
and a personal visit to the place was supplemented by a further visit, a fuller 
set of photographs by the Department for which I must thank Dr. R. 
Subrahmanyan and rough sketches of a large number of them by my son 
R. Charudattaa. 
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dow on a pillar in the &iva shrine, we have to take the whole 
original structure to be much earlier. On the whole, only 95 
Karana-illustrations could be found In this series. On the East 
face, at the south end, a modern structure has been put up in which 
13 pieces are completely covered up; in the further part of the 
East face of the tower we have pieces numbering 14-34; on the 
North face, there are only 9 pieces, confined to the eastern side, 
the western half being barren. On the Southern face, the piece* 
are in two sections ; one outside the parapet wall, the eastern half, 
to be approached through the modern building, which has 4 pieces 
together with the figure of Kali in dance; the other inside the wall 
to be approached through the temple, where there are 10, the 
9th buried, the 10th partly so. On the West face, inside the 
temple, the south side has 18 and the noith 20 (19-38). On the East 
face, north side, there is a figure of tJrdhvatandava Natarija 
(32nd panel), which is in addition to the illustrative piece of 
Lalata-tilaka Karana; this does not form part of the series and 
this together with the dancing Kali on the east side of the South 
face, should have been a separate representation. This again shows 
the two facts already noted, the dislocation of the pieces in this 
series and this series also being Saivite in character, a fact further 
strengthened by the presence of a Gana in some of the panels. 

The Kumbhakonaro (figures are, in some instances, more 
beautiful in execution than those in Tanjore or Chidambaram. 

Karanas in the Texts and sculptures—A Comparative Study 

We shall now examine one by one the Karanas on the basis, on 
the one hand, of Bharata and Abhinavagupta and the divergent 
conception of some of them according to Bhatta Tandu and 
Kirtidhara and, on the other, of the sculptural representation of 
each in Chidambaram, Tanjore and Kumbhakonam. Karanas on 
which no difference is seen among the above-mentioned textual 
authorities or their sculptural representations, as also one or two 
of which the exact details cannot be made out, are left out. 

Talapuspaputa (1st) (Jaya 1st) 

In the first Karana itself the Chidambaram represention, as 
given in GOS. I. (both edns.), is defective or at least not sufficiently 
correct* Following Abhinavagupta, Jaya gives a very detailed 
description of this (IV. 27-32), The 'Tala' in its name stands for 
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Talasancara which is the pose of one of the tegs here. In 
Talasancara'pada, the heal should be raised (N. 1$. IX. 273) aid 
consequently the hip on this side will be a little tilted up. But in the 
Chidambaram sculpture, the feet are both evenly fiat and even so 
the hip on either side. On the other hand, in the Tanjore sculptures 
this Talasancara-pada and Vyabhugna-kati are beautifully shown; 
and it is the Tanjore illustration that is close to Bharata, Abhinava- 
gupta and Jaya. The T&ndavalak$ana has selected a Chidambaram 
piece (fig. 15) which is closer to Talapuspaputa. In Kumbhakonam, 
the Talapuspaputa, which is alright, is No. 18, on the south side 
of the East face of the Gopura. 

Varttita (2nd) (Jaya 27th). 

The Chidambaram illustration as given in GOS. I. (both edns.), 
as well as the somewhat closer one given in the Tandavalak$ana 
(fig. 16), are both not quite correct in the representation of the hands 
which Abhinavagupta, and following him Jaya, say should be 
released on the thighs. While in the above-mentioned illustrations, 
the arms are thrown apart from the legs, in the Tanjore illustration 
the arms are just ( as required, on the thighs. 

Valitoruka (3rd) (Jaya 105th). ' 

The Chidambaram sculpture GOS. I. (both edns.) and the 
Tandavalakpana seem to have the hands alright, but the legs-there 
are incorrect, not being Valila as stated by Bharata or in accordance 
with the Baddha Carl specified by Jaya. In the Tanjore illustration, 
the legs are Valita, but the hands are not correct. 

Apaviddha (4th) (Jaya 50th). 

The Chidambaram piece is in accordance with Bharata and 
Jaya but the Tanjore one is nowhere near this. 

/ 

Svastikarecita (7th) (Jaya 71st). 

* 

This is an interesting case for comparative study of the texts and 
the sculptures. The Chidambaram illustration agrees with Bharata, 
Abhinavagupta and Jaya. But the Tanjore illustration follows 
another tradition in which the legs are straight and close as in 
Samanakha, a version of this Karana which Abhinavagupta cites 

anonymously and refutes. I 
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Nikuttaka (9th) (Jaya 9th) 

While Chidambaram andTanjore agree on this, Kumbhakonam, 
which bears the number 9 and name Nikuttaka clearly, presents the 
hands differently ; without both hands being Nikuttaka on shoulder, 
the left is at chest as in the next Karana, with the right hand 
gracefully let loose as Dola. 

Ardhanikuttita (10th) (Jaya 107th) 

In the Chidambaram and Kumbhakonam sculptures, one of the 
hands has been brought to the chest but in the Tanjore illustra¬ 
tion, both are at the head level as in Nikuttaka* If the name 
Ardhanikuttaka should have some meaning and that meaning is that 
this is Nikuttaka in some limbs (ardha), it will be hard to justify the 
Tanjore piece. 

Katicchinna (11th) (Jaya 7th) 

The Chidambaram sculpture as given in GOS. I. (both edns.) 
and the Tandavalakgana does not have the hands in the required 
pose; it is in the Tanjore piece that the hands are correctly 
represented on the shoulder. See Tanjore, Dept. Photo. No. 3831, 
noted as panel II which is really panel II; No. 3832, marked 
panel 11 is really 12 and 13, and 13 is repeated In the photograph 
3833. In the temple itself, these are correctly noted. 

Prsthasvastlka (16th) (Jaya 26th). 

i 

The Chidambaram piece as reproduced in the three publications, 
as also the one at Kumbhakonam where the name-label is clear, 
answers to the description of this in Bharata. But a multiplicity 
of interpretations of this Karana and .its name is seen in the 
Abhinavabharati and Jaya. Jaya who devotes six verses to it speaks 
in detail of Klrtidhara’s conception of it; here, after turning 
back, the dancer faces back the audience and one hand is to be 
on the chest. It is interesting to note that it is this Kirtidhara-version 
that is found in the Tanjore Prsthasvastika. The numbering pf this 
Karana in Kumbhakonam, which seems to be 22, is however 
puzzling. 

Aksiptareeita (20th) (Jaya 57th) 

According to Bharata’s own brief description, the left palm is to 
be a tthe chest and the right is to be swung up. As explained by 



Abhinavagupta, the two legs are to be in two different ways, 
AScita and Surf. The Chidambaram piece in all the three publica* 
tions has neither the hands nor legs to answer to this. But one can 
see these poses of hands and legs in the Tanjore representation. 

VlksiptQksiptaka (21st) (Jaya 63rd) 

The description in Bharata, despite Abhinavagupta and Jaya, 
does not give a picture of this. The illustrations for this in 
Chidambaram and Tanjore differ from each other, in hands as well 
as feet. 

* 

M 

Ardhasvastika (22nd) (Jaya 24th) 

Bbarata's description of this (IV. 83) requires the right hand to 
be stretched as Kari-hasta and left to be at the chest. But in the 
sculpture in Chidambaram the right hand is near the hip, i.e. in 
Kati-hastsw In his commentary, Abhinavagupta points out that in 
the place of Kari-hasta, some read Kati-hasta and Jaya on this 
Karana (p, 112) says more elaborately and specifically that Kati- 
hasta is given by Klrtidbara, Bhatta Tandu and their followers. In 
the Tanjore sculpture, the Kati-hasta is seen on the right hand. 
From this, it is clear that the sculptures of Chidambaram and 
Tanjore are both after the Kfrtidhara-Tandu tradition. 

Ancita (23rd) (Jaya Sth) 

In Bharata, this follows Ardhasvastika, and the only change 
Bharata mentions is that the hand, viz. the Kari-hasta i.e. on the 
right, as interpreted by Abhinavagupta, should be tossed up to the 
level of and in front of the nose. The Chidambaram Ancita does 
not aceord with this : While it has Svastika-padas, it has the right 

hand in Kari-hasta and not in front of the nose; even if we take 

/ 

that the sculpture took the Aqcita-action for the left hand, even 
then it is not before the nose, but is in Pataka, as in Abhaya, at the 
chest. The Tanjore sculpture on the other hand answers correctly 
to Ancita as described by all the authorities, Svastika-legs, right 
hand in Kati and left at nose, the only difference being that while 
Abhinavagupta interprets the nose»ward lifted hand as the right, the 
Tanjore figure takes this for the left hand. Bharata is of course 
not clear on this, but either hand would be equally natural for the 
applications given for this Karana. 
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Nikuttoka (9th) (Jaya 9th) 

While Chidambaram and Tanjore agree on this, Kumbhakonam, 
which bears the number 9 and name Nikuttoka clearly, presents the 
hands differently ; without both hands being Nikuttoka on shoulder, 
the left is at chest as in the next Karana, with the right hand 
gracefully let loose as Dola. 

Ardhanikuttita (10th) (Jaya 107th) 

In the Chidambaram and Kumbhakonam sculptures, one of the 
hands has been brought to the chest but in the Tanjore illustra¬ 
tion, both are at the head level as in Nikuttoka. If the name 
Ardhanikuttaka should have some meaning and that meaning is that 
this is Nikuttoka ia some limbs (ardha), it will be hard to justify the 
Tanjore piece. 

Katicchinna (11th) (Jaya 7th) 

The Chidambaram sculpture as given in GOS. I. (both edns.) 
and the Tandavalaksana does not have the hands in the required 
pose; it is in the Tanjore piece that the hands are correctly 
represented on the shoulder. See Tanjore, Dept. Photo. No. 3831, 
noted as panel II which is really panel II; No. 3832, marked 
panel 11 is really 12 and 13, and 13 is repeated In the photograph 
3833. In the temple itself, these are correctly noted. 

Prsthasvastlka (16th) (Jaya 26th). 

The Chidambaram piece as reproduced in the three publications, 
as also the one at Kumbhakonam where the name-label is clear, 
answers to the description of this in Bharata. But a multiplicity 
of interpretations of this Karana and .its name is seen in the 
Abhinavabharati and Jaya. Jaya who devotes six verses to it speaks 
in detail of Kirtidhara’s conception of it; here, after turning 
back, the dancer faces back the audience and one hand is to be 
on the chest. It is interesting to note that it is this Ktrtidhara-version 
that is found in the Tanjore Prsthasvastika. The numbering pf this 
Karana in Kumbhakonam, which seems to be 22, is however 
puzzling. 

Aksiptareeita (20th) (Jaya 57th) 

According to Bharata** own brief description, the left palm is to 
be a tthe chest and the right is to be swung up. As explained by 



Abhinavagupta, the two legs are to be in two different ways, 
Aficita and Sucl. The Chidambaram piece in all the three publica* 
tions has neither the hands nor legs to answer to this. But one can 
see these poses of hands and legs in the Tanjore representation. 

Vlksipt&ksiptaka (21st) (Jaya 63rd) 

The description in Bharata, despite Abhinavagupta and Jaya, 
does not give a picture of this. The illustrations for this in 
Chidambaram and Tanjore differ from each other, in hands as well 
as feet. 

* 

Ardhasvastika (22nd) (Jaya 24th) 

Bharata's description of this (IV. 83) requires the right hand to 
be stretched as Kari-hasta and left to be at the chest. But in the 
sculpture in Chidambaram the right hand is near the hip, i.e. in 
Kati-hastsfe In his commentary, Abhinavagupta points out that in 
the place of Kari-hasta, some read Kati-hasta and Jaya on this 
Karana (p, 112) says more elaborately and specifically that Kati- 
hasta is given by Klrtidhara, Bhatta Tandu and their followers. In 
the Tanjore sculpture, the Kati-hasta is seen on the right hand. 
From this, it is clear that the sculptures of Chidambaram and 
Tanjore are both after the Kirtidhara-Tandu tradition. 

Ancita (23rd) (Jaya 5th) 

In Bharata, this follows Ardhasvastika, and the only change 
Bharata mentions is that the hand, viz. the Kari-hasta i.e. on the 
right, as interpreted by Abhinavagupta, should be tossed up to the 
level of and in front of the nose. The Chidambaram Ancita does 
not accord with this : While it has Svastika-padas, it has the right 

hand in Kari-hasta and not in front of the nose; even if we take 

/ 

that the sculpture took the Ancita-action for the left hand, even 
then it is not before the nose, but is in Pataka, as in Abhaya, at the 
chest. The Tanjore sculpture on the other hand answers correctly 
to Ancita as described by all the authorities, Svastika-legs, right 
hand in Kati and left at nose, the only difference being that while 
Abhinavagupta interprets the nose-ward lifted hand as the right, the 
Tanjore figure takes this for the left hand. Bharata is of course 
not clear on this, but either hand would be equally natural for the 
applications given for this Karana. 



There are two points in Jaya’s treatment of Ancita which may 
be mentioned. Ancita which is the distinguishing action giving the 
name to the Karana is taken by Abhinavagupta with the hand 
whereas Jaya takes it with the leg. The latter is not understandable 
as the Svastika on the leg continues here from the Ardhasvastika. 
Probably we could emend J&ya’s text here (p. 106, 1. 3) into 

, allowing Ancita to go with the hand, but then 
we have the problem of explaining why the leg, anghri, is mentioned 
at all by Jaya. Secondly, among the uses of the Ancita, JSya gives 
Nirvarnana or looking attentively; this is missing in &&rngadeva; in 
Abhi. Bha. I., first edn, this reads as Nirvana, blissful feeling, but 
this is omitted in the second edition. However, both Nirvana and 
Nirvarnana could be justified, though obviously only one 6f them 
could be the correct reading. 

Bhujahgatraslta (24tb) (Jaya 69th). 

The description of this in Bharata and the explanation in 
Abhinavagupta are clear. Jaya's description is also clear. It is the 
Chidambaram illustration which is close to this description. In 
Tanjore, both right leg and the hands are in a different pose, the 
former being in the well-known pose of the Nataraja image. The 
Kumbhakonam representation (No 24, East face, right side)* agrees 
with that in Tanjore. Jaya does not record any variant form of 
this to throw light on the Tanjore representation; but in two 
subsequent instances where Bhujangatrasita forms part of the 
Karana, viz. Bhujangatrastarecita and Bhujangancita, it is the 
common Nataraja form of leg that is given in Chidambaram too. 

Urdhvajanu (25th) (Jaya 38th) 

The hands of this Karana are correctly shown only in the 
Tanjore sculpture: the legs alone are in proper position in the 
Chidambaram piece. The Kumbhakonam figure (No. 7, West face 
south side) is more after that in Chidambaram. 

Nikuncita (20th) (Jaya 43rd) 

This is a Karana about whose hands divergent* views are 
recorded by Abhinavagupta and Jaya. But the pose of the right 
hand as seen in the Chidambaram piece, i.e. Kari-hasta. is not given 
by any of the authorities. On the other hand, the hands in the 
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Tanjore carving are correct. The Kumbhakonam illustration (No. 34 
West face, north side) shows the VrScika legs in the Chidambaram 
form and the hands in the Tanjore form. 

Mattalli (27th) (Jaya 33rd) 

Neither the padas nor the hastas are according to the description 
in the Chidambaram sculpture; they are correctly done in the Tanjore 
piece; in fact, the Mattalli as representing the gait and motion of a 
drunkard is beautifully shown by the latter sculpture. 

Recitanikuttita (29th) (Jaya 94th) 

This is correctly brought out in Chidambaram; in Tanjore, 
Dola-hasta on the left is not brought out. 

Valita (31st) (Jaya 11th) 

The essentia] thing in this which gives it the name is the turn of 

i 

the hips; a second important feature is that the right hand is to be 
stretched up afar from the body. These features are correctly and 
clearly shown in the Tanjore sculpture. 

Ghurnita (32nd) (Jaya 131st) 

According to the vulgate version, the legs here form a Svastika 
and then move aside, but according to Klrtidhara as recorded by 
Jaya, the Svastika of the legs preceded by a jump is the important 
feature of this Karana. It may be seen that the former version is 
followed by Chidambaram, the latter by Tanjore, 

Lalita (33rd) (Jaya 10th). 

This is correctly shown in the Chidambaram sculpture. The 
Tanjore piece does not have the Kari-hasta on the left, while its 
right hand too is not well shown, as in the Chidambaram piece. 
Actually Kari-hasta is on the right aim in Chidambaram,. 

Bhujangatrasta-recita (35tb) (Jaya 65th) 

The Bhujangatrasita legs with both hands stretched out on the 
left form this Karana. In the Chidambaram illustration, the hands 

m 

are almost alright, but not the legs; actually here, the left hand, 
instead of being parallel to the right as required, is taken up higher. 
The Tanjore piece is completely correct. 
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NQpura (3fth) (Jaya 100th) 

The hands in this are said to be *Recita-Iat§s* only in the 
Klrtidhara-version, according to Jiya ; and it is interesting to note 
that it is this version that is followed both in Chidambaram and 
Tanjore. 

Vaiiakharecita (37th) (Jaya 80th) 

Jaya records that according, to Klrtidhara, the Sthana here, 
contrary to the Karana-name, is Vaisnava. Tanjore shows correct 
Vai£akha ; Chidambaram is prone to Vaisnava; also only one haod 
is Recita in Tanjore, and in Chidambaram neither hand is Recita 
which again is against the very Karana-name. 

* 

Bhramaraka (38th) (Jaya 99th) 

Both Chidambaram and Tanjore have the required Svastika on 
the legs and the implication of a wheeling round at waist, which is 
the life-movement of the Karana ; but the hands differ in the two. 

Catura (39th) (Jfiya 84th) 

The Chidambaram sculpture shows Kari-hasta on the left hand 
which is not required at all. The Tanjore piece seems to be closer 

to the description. 

* 

BhujangQncita (40th) (Jaya 28th) 

The Chidambaram illustration is correct in hands and feet. But 
in the Tanjore sculpture, the left hand is in Kari-hasta instead of 
Lata. Kumbhakonam (25th, East faGe) follows Chidambaram. 

Dandarecita (41st) (Jaya 31st) 

The Chidambaram illustration accords with the text. In the 
Tanjore piece, both hands are Recita and a side-view is given of the 
lower part of the body which however does not show the 
Dandapada correctly. 

Vricikanikuttita (42nd) (Jaya 96th) 

There is no difference in the description of this in Bharata, 
Abhinavagupta and Jaya. The Chidambaram sculpture follows the 
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text closely ; but in the Tanjore piece, the hands are both Patakas- 
on the chest, which is not correct. 

Katibhranta (43rd) (Jaya 45th) 

Neither the Chidambaram illustration nor the Tanjore piece, 
which differ between them widely, answers to the description in the 
terfts which are uniform. 

LatOvrfcilca (44th) (Jaya 79th) 

The depiction of this in Chidambaram and Tanjore are correct. 
But in Kumbhakonam (No. 3, South face, western side) both the 
hands are at the chest, without one of them (the left) being Lata, 
which is wrong. The very name of the Karana means that the 
leg is in Vrscika and hand in Lata. 

Chinna (45th) (Jaya 3rd) 

t 

The texts and Chidambaram agree fully, but in Tanjore, the 
right hand agrees with the text but not the left hand which is thrown 
up. In fact, Bharata and Jaya do not specify anything for the left 
hand ; it is Abhinavagupta who gives Alapadma on the side of Kati 
for both hands. I think the Chidambaram representation for the 
left hand is more justifiable. 

Vyamsita (48th) (Jaya 91st) 

The Chidambaram piece is nearer to the description than the 
Tanjore one. The legs are alright in Tanjore, but the position of 
the hands at chest, which Bharata himself mentions, is not seen 
in that figure, nor does Abhinavagupta or Jaya record any variant 
version of the Karana to which the Tanjore figure might correspond. 

Par$vanikutiita (49th) (Jaya 39th) 

While both Chidambaram and Tanjore answer to the descrip¬ 
tion of the texts, there is yet a difference in the execution between 
the two, the Tanjore representation appearing better and more 
exact. 

Lalatatilaka (50th) (Jaya 52nd) 

There is no mistaking this Karana whose name is very clear and 
which occurs as urdhvatandava in the iconography of Nataraja- 
forms. Texts and sculpture have alright the right Vrscika leg up, so 
as to touch the forehead with the toe. But no text speaks here of 
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the position of the hands and Chidambaram and Tanjore therefore 
use each its own fancy for the position of the hands. 

Kranta (51st) (Jaya 2nd) 

Both Chidambaram and Tanjore follow the text but while the 
former seems somewhat literal, the latter seems to understand the 
dynamics of this Karana better, by catching hold of the action of 
turning, Parikrama or Vyavarttita which both Abhinavagupta and 
J&ya mention; this latter would also answer to the application ef 
Uddhataparikrama, of the moving about of a haughty person. 

Kuncita (52nd) (Jaya 89th) 

Bharata's description or that of Abhinavagupta or J&ya 
of this Karana does not suggest that this involves sitting; the 
Chidambaram representation is seated, whereas Tanjore gives a 
standing Karana, which is perhaps closer to the proper form of 
this. 

Cakramandala (53rd) (Jaya Nth) 

This again is shown in Chidambaram as a seated Karana. But 
in Tanjore it is correctly shown not only as a standing Karana but 
also as bringing out, by the twist given to the lower half of the 
body, the wheeling round required by the name (Cakravadbhra* 
mana as Jaya says). 

Uromandala (54th) (Jaya 46th) 

The Svastika of padas in the Chidambaram representation 
(Tandavalaksana) is the prior moment and so far as the present 
Karana is concerned, the padas have to be actually moved apart 
after the Svastika. The hands are to be at chest-level, giving the 
Karana its name ; for these hands, the Tanjore illustration is nearer 
than the Chidambaram piece. 

Aksipta (55th) (Jaya 64th) 

The C&rl in this which clinches the legs, is the Aksipta which 

also gives the name to the Karana. In this Carl, the legs should be 

crossed below; this Janghasvastika, as Bharata calls it ( N . X. 37), 

is absent from the Chidambaram piece in GOS. I. (both edns.) and 

the Tandavalaksana. GOS. I. first edn. and the Tandavalaksana 
• * • • » , ■ • 

at least give a standing pose for this, but unfortunately the GOS. I. 
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second edn. substitutes a meaningless seated pose for this. The 
correct illustration for this, with crossed shanks, is given in the 
Tanjore sculpture. 

Talavildsita (56th) (Jaya 54th) 

There is confusion in the texts and sculptures regarding this 

Karana. The Chidambaram illustration for this is not given in 

GOS. I, first edn. and in the Tandavalaksana is given something 

which is wrong in both hands and legs. The one in GOS. I. second 

edn. answers to the main title-action of throwing up the leg. In the 

Tanjore illustration unfortunately, the leg is not lifted at all, nor is 

the hand in the required position. The Kumbhakonam illustration, 

(No. 1, East face, southern side) whose name-label is also clear, 

agrees with the one in GOS. I. second edn. Jaya records three 

views about the hands. Bharata’s. Bhatta Tandu’s and Klrtidhara's. 

’ • • • ■ 

Bharata’s words may also be interpreted to accord with Klrtidhara’s 
view i.e. both the hands bent and lifted up at either side of the 
head, as in GOS. 1. second edn. and Kumbhakonam. 

Argala (57th) (Jaya 23rd) 

This is a difficult Karana for identification. Its name is after its 

arms which are stretched across the body like bolts. So far as 

Chidambaram is concerned, the illustrations in GOS. I, first edn. 

and the one in the second edn. are both incorrect. What is Argala 

for the first edn. and Tandavalaksana is Prenkholita for the 

• • • • 

second and what is Argala for the latter is Atikranta for the former. 
Tanjore steers clear of this confusion and offers what appears to be 
correct Argala. Kumbhakonam presents Tanjore Argala but with 
the label Prenkholita. 

Viksipto (58th) (Jaya 30th) 

The illustration of this in GOS. I. first edn. and tlie Tandava¬ 
laksana is wrong. This is a dynamic Karana involving the swinging 
of both hands and feet forward and backward and neither the pose 
nor repose of the figure in these two books would answer to this 
Karana. GOS. I. second edn. tries to improve with a more dynamic 
Karana, but not the correct one. The Tanjore representation seems 
to be correct, though the leg is caught by the sculptor not during 
its Viksepa but when it touches the ground again* 



Avarta (59th) (Jaya 25th) 

The legs agree in both Chidambaram and Tanjore, but as 
regards the hands, Tanjore appears closer to the text. Jaya records 
here, in addition, four different views on the poses of the legs and 
hands. 

Dolapada (60th) (Jaya 53rd) 

The name is after the Car! involved. Actually the Chidambaram 
and Tanjore illustrations show the legs differently, but the difference 
seems to be due to the two catching the right leg at two different 
points of the Carl action, the Tanjore figure at an earlier point when 
the leg is being swerved from one side to the other and the 
Chidambaram one at the next moment when the swung leg is 
brought down on the ground. 

Vivrtta (6lst) (Jaya 49th Nivrtta) 

The Vivrtta is, by the very name, a Karana involving turning 
round. This is beautifully shown in Tanjore through a female 
figure. But in Chidambaram, as seen in all the three bocks, this is 
shown as a seated pose which is absurd. 

V’nivrtta (62nd) (Jaya 48th) 

The name underlines a turning at the hip. While the legs are 
identical in Chidambaram and Tanjore, with the suggestion of the 
turning more clear in the former, there is difference between the two 
in the hands ; the Chidambaram hands arc closer to the text. This 
Karana consists mostly of a series of leg and hip movements, the 
sequence of which cannot however be brought out in the sculpture. 

Parsvakranta (63rd) (Jaya 40th) 

The Chidambaram sculpture seems to be alright. In Tanjore, 
the right leg is as in the Karanas involving Bbujaiiga-trasita Carl, i.e. 
as in Bhujangancita and in the well-known Nataraja image ; how 
this leg is shown like this in Tanjore is not clear, for the Karana 
takes its name after the Carl, which is ParSvakranta. 

Ni&umbhita (64th) (Jaya 62nd) 

This is an interesting Karana, as it copies out in the comparative 
study. The Chidambaram piece (Tandavalaksana) has Vr^cika on the 
right leg, which Abhinavagupta and following him Jaya, record as an 



alternate view. On the main view, one leg should be 4 KuHcita * 
near the heel of another, but Tanjore, which does not take the 
VrScika-version, does not depict this kind of Kuncita either. The hand 
should move up to forehead, as if doing a Tilaka, as Bharata himself 
says, and this is strictly followed in Tanjore. Regarding the hand 
itself, downward SGcimukha is recorded by Jaya as Kirtidhara*s view 
and this is the hand shown in Chidambaram. This again shows the 
value of Jaya for identifying or interpreting parts or the whole of 
some of the Karanas in sculpture; for the ‘Adhomukha-Suclmukha* 
for hand seen in Chidambaram is not recorded by Abhinavagupta, 
but noted only by Jaya. 

As to the propriety of one or the other form of the leg, we may 
note the following : ‘ VrScika * is a well-known tossing up of the leg 
and the term is used by Bharata for specifying the leg in many 
Karanas ; if he meant it here also, there is no reason why he should 
not adopt that simple, exact and expressive term and adopt instead 
the more vague and expansive words ‘ prsthatah kuncitah padah’. 

However, Abhinavagupta’s interpretation of this that one leg 
should be Kuncita at the back of another , at the heel, an interpreta¬ 
tion followed first by Jaya, does not seem to be warranted. The 
word ‘niSumbh’ which gives the Karana-name, means 'heavy 
treading’ 1 , and in addition to pointing this out, Abhinavagupta 
says that this might be used for showing Mahesvara. This 4 heavy 
treading’, as if stamping the ground, can be shown in the vulgate 
way or the KIrtidhura way. As this Karana relates to walking, 
Tanjore shows this dynamic aspect by taking the figure in profile 
and not in front-view ; and in walking in this heavy manner, the 
legs and hands will alternately go up and down; when the hands 
go up, the Lalata-tilaka by hand, which Bharata mentions, would 
occur and when they go down Klrtidhara’s Adhomukha-Suclmukha 
would occur. As for Kuncita and VrScika of the legs, the latter is 
but an accentuation of the former; but such vertical toss-up as in 
Chidambaram would never occur in this Karana. This detailed 
examination shows also how variant versions of the Karanas grew. 


1. Cf. N. o. IX. 274, the pada Agratalasancara and among its uses 
Nisumbbana; also Malatlmadhava, V. 22 : 
in tbs description of Camunda. 



Vidyudbhranta (65th) (Jaya 44th) 

This is one of the most dynamic of the Karanas, bringing 
Out the TSndava aspect of the Karanas to the full. The expressive 
name, which is after the Carl, and the use mentioned by Abhinava- 
gupta clinch its chief feature. The whole Karana and its conception 
come to life as it were in the Tanjore figure. The Chidambaram 
illustration (GOS. 1. first edn. and Tandavalaksana) are wrong; 
GOS. I. second edn. substitutes here the correct illustration, which 
the first edn. and Tandavalaksana give for Suci. 

Atikrdnta (66th) (Jaya 41st) 

The Carl of this, which lends it the name, is Atikranta and as 
Abhinavagupta points out in his commentary on the Carl, the bent 
leg is to be lifted and placed again at a little distance ahead, as if 
avoiding stepping on something in front. While this could not be 
seen in the Chidambaram piece given in GOS. I. first edn., where 
the foot is on the side and not in front, it could be seen in the 
Tanjore piece, where the placing in front is intelligently brought 
out by showing a side-view of the lower part of the body. The 
circus-feat of the dancer bending arch-like and resting on her hands 
and feet, which is given in GOS. I. first edn. and the Tandava¬ 
laksana has nothing to do with Atikranta. But this bent, arch-like 

Karana is seen also in Vrddhacalam and is also to be seen 
• • 

though in a slanting way, in figure 18 on the Kumbhakonam 
Tower, East face, right side. 

Vivartita (67th) (Jaya 93rd) 

Between the 61st called Vivrtta and this, the Vivartita, there is 

a slight difference; in the former Bharata gives both arms as 

% 

Recita, whereas here only one is Recita, the other following 
the leg and hip which execute a turn. In Tanjore, this is well 
shown ; the details which are clear there, but are not stated in the 
text, are firstly the very difficult feat of the body turning around on 
the hip, as on an axis, with the upper part of the body facing us 
and the lower part having the back on us and secondly, the Svastika 
of the legs. In Vivrtta, the legs are not in Svastika. Among the 
Cola frescoes on the western wall of the inner prakara of the 
sanctum in the same temple in Tanjore, there is a lady dancer 
executing this Vivartita ; also in Chidambaram temple, there is a 
separate illustration of this though in a different place. 



Gajakridita (68th) (Jaya 83rd) 


The title gives clue to the correct understanding of the move- 
ments and pose of this Karana. The Dolapada Carl and its lateral 
swinging, as well as the lateral swinging of Lata on the right hand 
are important here. The Chidambaram piece in the Tandava¬ 
laksana against this is wrong. GOS. I. first edn. has no illustration 
for this, but in the second edn. the correct sculpture is reproduced. 
The Tanjore figure is also done for the same textual description, but 
it has caught the figure at a wrong point of the movement and is 
also unduly stiff and straightened in the leg. 


Talasamsphotita (69th) (Jaya 53th) 

This is correctly shown, according to the description in Bharata, 

Abhinavagupta and Jaya, in Chidambaram GOS. I. second edn., as 

also in Kumbhakonam where the label is also clear. But in GOS. 1. 

first edn. and Tandavalaksana, a Seated Karana is given for this 

• • * • • 

which is obviously wrong; the correct Chidambaram Tala¬ 
samsphotita is wrongly given in these two last-mentioned books at 
Dandapada (82nd). The title-movement of this Karana is the 
bringing together of the flat palms, as in clapping, which is well 
depicted in the illustration in GOS. 1., second edn. The 
Tanjore Talasamsphotita appears to be more correct in its leg 
and its Atikranta Carl action followed by a foreceful bringing 
down of it. The palms are somewhat open in Kumbhakonam, 
giving wrongly a Talapuspaputa appearance. 


Gandasucl (71st) (Jaya 98th) 

The name is expressive but its interpretation varied, as 
Abhinavagupta’s comments show. GOS. I. first edn. has no 
illustrative figure for this, but the Tandavalaksana and the second 
edn. give each its own figure from the Chidambaram carvings} neither 
is close to the textual description, though the Tandavalaksana figure 
is somewhat nearer to the text. The other one is incorrect in both 
hand and foot. But the Tanjore sculpture gives the correct depiction 
of the hand ai the cheek and the Sucipada. The alternate interpre¬ 
tations of the hands or the leg going up to the cheek, given by 
Abhinavagupta are not adopted in the sculptures. 



Perivrtta (72nd) (Jaya 92nd) 


The positions of hands and legs in the reconstruction offered in 
COS. I. second edn. answer to the description, but the essential 
feature which gives the Karana its name Parivrtta is the wheeling 
round and the body turned round at the hip. This title-feature is 
absent from Chidambaram but is shown correctly in the I'anjore 
sculpture. In GOS. 1. first edn., it is missing, and in the I andava- 
lak$ana illustration, the hands are not correct. 

ParSvajanu (73rd) (Jaya 77th) 

The illustration in GOS. I. first edn. and the Tandavalaksana 

• • • • 

is absurd, neither the legs nor hand agreeing with the requirements 
set forth or implied in the name. Bharata’s description is clear, 
albiei its brevity. The substitute illustration provided in GOS. I. 
second edn. is also wrong, the leg being Urdhvajanu and the hands 
not as required. Parsvajanu is more correct in the Tanjore figure, 
although here too, the Katihasta mentioned by Abhinavagupta is 
wanting. In fact, the legs in Tanjore are more according to the 
Bhatta Tandu veision recorded by Jayu. 

GrdhrQval'uui (74th) (Jaya 106th) 

The Tanjore figure for this is correct. The one given in GOS. I. 
first edn. and the Tandavalaksana is wrong, but in GOS. I., second 
edn. the correct one has been restored, it may be noted that in the 
latter, the leg is too much ancita and it goes against the express 
mention of Abhinavagupta and Jaya that it should not lose the 
floor-contact. GOS. I. first edn. and Tandavalaksana give this 
illustration for the very next Karana, Sannata. 

Sannata (75th) (Jaya 47th) 

In Chidambaram and Tanjore the hands agree; also the 
Svastika of the legs; but there is a difference regarding the legs, 
Chidambaram having them in Mandala and Tanjore straight. If we 
examine more closely, the Karana-name Sannata refers, according to 
Bharata, to the hands (sannatau ca lata-hasiau) and as interpreted by 
Abhinavagupta, Sannata means Dola-hastas. But neither does 
Chidambaram nor Tanjore show the hastas as Dola; the hand* 
are in a slight Svastika at waist. How does this come about ? It 
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is here that Jaya helps us by saying that, according to Bhatta 
Tandu, the hands, like the legs, form a Svastika ^ 

I 1V * 12 5- 


Siici (76th) (Jaya 17th) 

The tigure from Chidambaram given in GOS. I. first edn. and 
the Tandavalaksana no doubt give a raised foot but not in the 
manner required in Suci. The figure in GOS. I. second edn- is 
wrong. Nor is the one in Tanjore satisfactory. In Kumbhakonam, 
over a faint label which might be read as Suci. a reclining figure is 
shown ; this is obviously a case of dislocation of the sculpture. 

The Karana gets its name from the Carl Suci which is its 
essentia] feature and in this the leg with bent shank should be lifted 
in front and brought down in front. Jaya expressly states that tho 
foot, when the leg is brought down towards the ground, should not 
actually touch the ground (asprstabhuh purah). But in Bharata* 
the wording seems to imply floor-contact, though not necessarily. 
That the foot should not touch the ground is emphasised by &arhga~ 

deva also ( S.R . VIII. 698, Adyar): I The 

simile of a needle stretched for piercing would also require this 
stopping before floor-contact. 

Sucividdha (78th) (Jaya 18th) 

The ‘Viddha* action of the leg in Sue! over the other is the 

feature which marks this off from Suci; but when showing this, the 

Chidambaram (GOS. I. second edn.) piece and the one at Tanjore 

make a difference in the shape of the legs, the former one continuing. 

the Mandala from Sue! and ArdhasucI, as indeed it appears 

proper to do, and the latter adopting a straight form for the static 

left leg and a very slight bend for the right one for the Viddha 

action. The seated pose given for this Karana in GOS.'I. first edn. 

and Tandavalaksana is absurd. 

• • • • 

Apakranta (79 th) (J&ya 42nd) 

This is correctly shown in Tanjore, but not in Chidambaram 
(GOS. I, second edn. or Tfindavalak$ana). In Kumbhakonam* 
figure 4 on the left side of the East face of the Gopuram represente 
this Karana; it agrees with the one in Tanjore. 


14 
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MayuraJalita (80th) (Jaya 86th) 

This is shown alright in Chidambaram as given in GOS. I second 
edn. and in Tanjore. In GOS. I. first edn. this is missing; the 
Chidambaram piece given in the 1 andavalaksana with its Urdhvajanu 
seems to be wrong. But in Kumbhakonam. along with the label 
Mayuralalita, we are given a reclining pose in which the head and 
fore part of the body and the legs at the end are bent upwards in 
a curve, attempting apparently a semblance to the peacock's body. 
This is evidently a parallel to Sakatasya where a popular way of 
construing the Karana-name has resulted in a different form of the 
Karana. 

Sarpita (81st) (Jaya 75th) 

* 

This is the last illustration available in the Tanjore series, and 

is correctly shown in Tanjore and also in Chidambaram as 

reproduced in GOS. I. second edn. It is wrong in GOS. I. first edn. 

and Tandavalaksana. 

• • • • 

Dandapada (82nd) (Jaya 67th) 

The illustrative Chidambaram piece for this in GOS. I. first edn. 

and the Tandavalaksana cannot be accepted, as this figure does not 

show the Dandapada; in fact, this is Talasamsphotita. The 

Nupurapadika is the Cari characterising this Karana but the pose 

given in the above figure could not form part of it, unless we go 

to Jaya’s text and the Kirtidhara-view recorded there that the 

Karana first starts with Janita, the Bhauma Cari. But the hands 

here follow none of the authorities, Bharata or Bhatta Tandu ; as in 

™ • • • • 

the leg, in one hand also, a stick-like swinging up and down is 
required. The reconstructed illustration in GOS. I. second edn., 
modelled on Vidyudbhranta, is probably nearer. The definition of 
this Karana is merely a reproduction of the verse on Dandapada 
Carl (N.$.X 44); even so in the case of the next Karana. 
Harinapluta (83rd) based on the Cari of that name. 

Prenkholita (84th) (Jaya 36th) 

The confusion about this has already been indicated above 
under Argala. As the definition clearly states, this involves Dola- 
pSda, which has been discussed above (6Qth)« The figure given in 
■GOS. I. both edns. is not correct. 
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Nitamba (85th) (Jaya 37th) 

It must be noted that this Karana takes its name after the 

m 

Nrtta-hastas, Nitambau, and consequently the whole sequence of 
the movement, of the hands up to the head and their gradual falling 
down, through the shoulders, and finally hanging down on either 
side of the hips, has to be shown. In a sculpture only one of these 
could be depicted and it is but proper that the final hanging 
position of the arms on either side, which gives them the name * 
Nitamba, should be taken up by the sculptor. In addition to these 
hands, the Baddha Carl involving a leg-svastika characteiises this 
Karana. Both these are correctly shown in the figure given in 
GOS I. second edn. The Nitamba-illustration given m GOS. h 
first edn. and Tandavalaksana is really Sannata (75th) already 
explained. 

Skhalita (86th) (Jaya 132nd) 

As in Prenkholita (84th), here too Dolapada must be shown. 
The Chidambaram illustration repeated in the three books is there* 
fore unsatisfactory. This is a Karana for walking in drunken and 
similar states involving skhalita, haliir.gs and forward and backward 
steppings, with hands stietched and moved forwards and backwards 
along with the legs. 

Karihasta (87th) (Jaya 103rd) 

This is one of the Karanas named after the hands and is 
correctly portrayed in Chidambaram. Among famous sculptures of 
dancing Siva, the one in Ellora represents this Karana. 

Prasarpita (88th) (Jaya 104th) 

This takes its name after the movement of the feet, alternately 

moving one after the other, scratching the ground, as an intoxicated 

or a very aged man would do when walking The Chidambaram 

illustrations offered in GOS. 1. second edn. and Tandavalaksana are- 

• • ^ • • 

unsatisfactory. It is not known why the legs should be in Mandala 
as shown in the above*mentioned illustrations ; Bharata, Abhinava- 
gupta and Jaya are silent on this, but the Sarpita or walk with the 
soles rubbing the floor, would suggest straight legs. 1 I think this 
illustration would answer to Janita (94th). 

1. Regarding Jaya’s text here, p. 135, line 2 w *tb 

query and the footnote to this, 1 now think that should be reconstructed 

as C/. S.R. VII. 709 where JR| > s given as the use of this. 


Simhavikridita (89th) (Jaya 88th) 

In this, as the name signifies the action of a lion’s paw 
■stretched and executing a quick circular movement and forcefully 
coming down on something in front is to be shown. Such a thing 
cannot be seen in the Chidambaram illustrations in the three books. 
Bharata leaves the hands undefined but J&ya specifies them as 
Urnanabha, which would of course show a beast of prey. 

► 

Sjmhakarsita (90tb) (Jaya 74th) 

► 

Here again the name and the prayoga given that this Karana is 

used for depicting wild animals like lion and tiger should have given 

some guidance in identifing the sculpture. In addition to this, the 

description is also sufficiently clear. The illustrative figure offered 

in GOS. I, first edn. and the Tandavalaksana is nowhere near this 

• • • • 

Karana, either in legs, which should alternately show Vr£cika, or in 
hands which should cross (Svastika) at wrist and with downward palms 
in PadmakoSa or Urnanabha. Jaya gives (p. 127, £1. 177) two variant 
versions of the Carl here being either Syandita or Nupurupadika, and 
the hands Makara in both versions. The Chidambaram sculpture 
.given in GOS. I. first edn. and Tandavalaksana does not answer 
to the Kirtidhara-Tandu versions either. The wrong insertion of a 
new piece in GOS. I. second edn. has probably been due to the 
Vr£cika-pada available in it. 

Udvrtta (91st) (Jaya 60th) 

The Karana is obviously named after the Udvrtta Carl, but as 
in the first half of the verse on it, Bharata speaks of the ‘ aksepa * of 
hands, body and legs, Bhatta Tandu, as noted by Jaya, gives Aksipta 
as the Carl. Though the actual figuring out of this Karana is 

m 

difficult, the Chidambaram illustration given in GOS. I. second edn. 

seems to represent it, but not the one in the first edn. and 

Tandavalaksana. 

• • • • 

Upasrtaka (92nd) (Jaya 59th) 

This again has a significant name, and its meaning viz. 
approaching slowly in humility or fear, proceeding step by step, the 
feet crossing at the knees, gives a concrete picture of it. The 
Aksipta Carl, Abhinavagupta’s explanation and Jaya’s further 
elucidation make the Karana quite clear. 



Bharata says generally of the body here as * anata \ bent; a 
forward bend of the body is quite natural to the upasrta gait; but 
Abhinavagupta, whom &arngadeva and Jaya follow, intereprets this 
* anata * of the body as a bend on the right side and adds that the 
hand on that side, the right, should be arala. 


Jaya adds here the variant version of this Karana according to 
Bhatta Tandu and Kirtidhara, according to which the steppings of 
the feet may be in straight, forward progression, instead of with 
intertwined legs, and the hands should be dola. This too is natural. 


From all this it could be seen that the Chidambaram illustra¬ 
tion in the three books does not represent this. 

Talasanghattita (93rd) {Jaya 97th) 

Its illustration offered in the Tandavalaksana and GOS. I. 
second edn. is not convincing. The Vaisnavasthana required for 
this is not there. This is missing in GOS. I. first edn. 

Janita (94th) (Jaya 58th) 

The Karana is named after the Carl and its definition is 
practically the same as that of the latter. The correct illustration 
for this is what is given in GOS. I. second edn. and Tandavalaksana 
for Prasarpita. The one given for Janita in GOS. I. first edn. 
and the Tandavalaksana is wrong. 


Nive&a (96th) (Jaya 15th) 

This is shown as a seated Karana in Chidambaram (GOS. I- 
first edn. and Tandavalaksana) which is wrong. It is described as a 
standing Karana, with legs in Mandala. 

Elakakridita ^97th) (Jaya 72nd). 

The chief element which gives this Karana its name is the Car! 
or leg-movement called Elakakridita, meaning the jump or frolic 
of the goat or kid; lifting and bringing down of the legs alternately. 
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together with forward bend and turn of the body, is the chief 

feature. The sculptures given for this from Chidambaram in GOS. I. 

first and second edns. and the Tandavalaksana are three different 

• • • • 

things and yet none of them answers to Elakakridita. 


„ Urudvrtta (98th) (Jaya 95th) 

This again is based on the Carl of that name but it is difficult to 
figure it out. The GOS. I. both edns. and Tandavalaksana give 
three different figures for this, none of which however, answers to 
this. The one in GOS. I. second edn. seems to be the nearest so 
far as the legs and the right hand are concerned. A slight turn at 
the thigh and a rather straight body would be needed for this, which 
are absent here. 


Madjskhalita (99th) (Jaya 34th) 

This is a name after the effect and gives some clue to the 
movement involved. The description is also clear, with dangling 
hands, head swung this side and that, and bent legs intertwined in 
Svastika and released alternately. The Chidambaram illustration in* 
GOS. I. first edn. and Tandavalaksana is beautiful but not a 
representation of this Karana, the Vrscika on the left and the 
forward right one producing the effect of running not belonging 
to this Karana. 


Visnukranta (100th) (Jaya 70th) 

The sculpture of this given in GOS. i. first edn. and the 

Tandavalaksana is correct. The one substituted here in GOS. I. 
* • • • 

second edn. is absurd. The very name of the Karana provides a 
guide to understand it. 


Sambhranta (101st) (Jaya 73rd) 

This again is named after the effect or use. The Carl being 
Aviddha, Svastika of legs is involved ; also one hand is to go behind. 
These are not brought out in the Chibambaram figures offered in 
the three books. 
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Viskambha (102nd) (Jaya 29th) 

This is a Karana difficult to figure out and its name, whose 
meaning is vague, is also of little help. The figure given in GOS. I. 
second edn. seems to answer to the requirements of the hands, 
which are to be at chest, and the leg which is to be Nikuttita. Of 
course, the SucT Carl could not be properly shown in a sculpture. 

Udghattita (103rd) (Jaya 8th) 

This takes its name after the basic leg>pose of Udghattita, in 
which the padas rest on the fingers and the heels are raised, and 
then the latter are brought down to strike the ground. The palms 
are to strike each other flatly as when keeping a tala and the sides 
of the body are to be alternately lowered. The use is situations of 
delight In the two Chidambaram figures offered in the three 
books, the hands are not in the required form. 


Vrsabhakrldita (105th) (Jaya 102nd) 

The name is clear, although the specific and intended action 
of the animal is not clear. But the Carl given by Bharata viz. Alata 
and the hand action clarify it to some extent. The hands are 
particularly required to be bent and placed on top of the shoulders. 
The two Chidambaram figures offered in the three publications do 
not answer to this Karana. 

Lolita (1051h) (Jaya 35th) 

The name is after the head action. The legs are to be in 
Vaisnava-sthana. The two Chidambaram figures in the three 
publications answer neither to the legs nor to the hands. Jaya 
records that Alata Car! is to be done here according to Bhatta 
Tandu, but even this cannot be associated with legs as seen in the 
Chidambaram figures mentioned above. 


Nagapasarpita (106th) (Jaya 76th) 

Here, as the name underlines, the essential feature is the 
serpentine movement of legs twining in Svastika and separating. 
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and the application for this is the gait of a fully drunken person. 
Certainly the Chidambaram piece as it is given GOS. I- first edn. 
and the Tandavalaksana do not answer to this. What is given as 
Nagapasarpita in GOS. I. second edn. is just nonsense. 


Sakatdsya (107th) (Jaya 6th) 


This the penultimate Karana is a typical example of how a 
variant version of a Karana developed by a different and more 
popular understanding of the Karana’s name. The &akatasya is so 
called after the Carl of that name involved in it. This Can is very 
clearly described (N.$. X. 16 and Jaya pp. 71-2). Abhinavagupta 
alsj clearly gives the derivation as the act of kicking the wheel, 
$13)233 3TOR ItT, an a °t in which the body above is lowered for 

working up the tension and one leg is stretched for the kick. It is 
a standing pose and its nature as given above is also clinched by 
the application given, namely the sports of boys. 


The above description is first reproduced by Jaya (p. 106, 
$ls. 42-3) but then he adds that, according to Kirtidhara however, 
the Sakatasya means having the form of a wheel (probably Sakatasya 
asya, meaning face of the wheel), the feet being held by the 
hands, both being up, and giving a rolling, a swinging up and 
down, on the abdomen and chest. Now if we look at the 
Chidambaram representation, it is this latter Kirtidhara version of 
Sakatasya that is represented there. 


Garigavatarana (108th) (Jaya 108th) 

The depiction of this, the last Karana, in Chidambaram is in 
accordance with Bharata and other textual authorities. In Tanjore, 
this is among the last twenty-seven not carved. It is found in the 
Kumbhakonam and Vrddhacalam series, and in the former with the 
name-label. Instead of resting on the palms as is properly shown 
in Chidambaram, the downward body is more comfortably rested 
on the whole fore-arms in Chidambaram; and in Vrddhacalam 
the legs instead of being vertical are given flexion so as to make the 
whole pose look like a design. 



113 


The analysis given above brings out the following important 
points ; the Tanjore representations are almost of the same time as 
that of Abhinavagupta’s commentary on the Natya Sastra. Raja- 
raja (A.D. 985-1016) began the Big Temple in 1003 and completed 
it in 1009. Abhinavagupta’s literary activities cover the period 
993-1015. .Therefore the dance-sculptures in the Big Temple at 
Tanjore form a stone-bhasya on the Karanas, independent of the 
Abhinavabharati. As we have seen in the above analysis, the 
Tanjore illustrations show the prevalence of the traditions of Bhatta 
Tandu and Kirtidhara, along with that of Bharata. In the practice 
of the Karanas, it is Bharata as modified here and there by Kirti¬ 
dhara and Bhatta Tandu that one finds in vogue in the South. For 
identifying these variations as those of Kirtidhara and Bhatta Tandu 
Jaya’s detailed references to their interpretations have been most 
valuable. Even after allowing for these Klrtidhara-Tandu varia¬ 
tions, there are differences from Bharata which we should suppose 
were based on actual practice as prevalent in the time and place of 
those sculptures; for one actually knows from the Rajaraja-inscrip- 
tions of the Big ‘Temple that a few hundreds of members of the 
professional dancing community attached to the Temple, were settled 
around the Temple by Rajaraja. These variations continued, as the 
incidence of divergent elements in the Karana-representations 
continues in the Chidambaram series, which was copied in the 
Gopuras of other or still later temples. But what is to be specially 
noted is that the Chidambaram illustrations show a certain extent of 
admixture of the De6i-Karanas. The foregoing examination of the 
Karanas showed that some of them, illustrated with seated figures in 
Chidambaram, had no basis in Bharata and were correctly shown 
with standing figures in Tanjore. In the whole body of the hundred 
and eight poses as described by Bharata, even as further interpreted 
by Kirtidhara and Bhatta Tandu, there is no seated (upcvista) 
Karana. There are five (or six) seated Karanas appearing in the 
Chidambaram series. In addition to the seated ones continuing in 
Kumbhakonam, we have in the latter series even a lying Karana 
(sayana). In Jaya, as also in &arngadeva and ParSvadeva, we 
have detailed descriptions of the DeSl-varieties of Sthanakas, Kara¬ 
nas and Bhramaris, and several of these De£l-Sthanakas and 
Karanas involve or end in seated postures (Asana) and some like 
Jala-sayana and Matsya-karana are De£i-Karanas consisting of differ- 
rent postures of lying down and movement of the reclining body. 
The full clean-up and exposure of the name-labels in the Kumbha- 
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konam series may help us to identify the De$!-K.aranas that have 
got into the older Marga-series.l 

The above examination has shown more prominently that both 
at Chidambaram and Kumbhakonam, several of the discrepancies 
are due to subsequent repairs and consequent displacement of the 
pieces. It should be possible to re-arrange the whole set of 
illustrations, with their identities correctly established. Meantime 
in our analysis above, helped by several significant clues supplied 
by Jaya, a considerable step has been taken in that direction. 

There are in this connection a few more points which we may 
consider before taking leave of the Karanas and their sculptural 
and pictorial representation : 

Firstly, in the Chidambaram temple all over the place, as also 
in the one at Kumbhakonam, particularly at the base of the sanctum 
sanctoram of Aravamuda, there are numberless representations of 
feminine dancing figures, of continuous panels interwoven with 
music accompanists. It is not possible to identify the poses of each 
figure in these panels. Indeed all over India, temple sculptures include 
a wealth of dance-representations, some of which, e.g. those of the 
Hoysala structures and those in Bhubaneswar-temples, are quite 
famous. In the absence of some external clues, it is not possible 
to relate them to texts and clinch the fact of their being actual 
illustrations of some textual material. On a careful examination, 
it becomes clear that the sculptors had exercised their fancy freely ; 
while their imagination had no doubt been fed by the practice of the 
art that they had seen and they might have captured some of the 
most beautiful poses or the points in the flowing movements witnes¬ 
sed by them, they had not felt constrained to limit themselves only 
to what was actually obtaining in practid.e. While parts of the poses, 
either the disposition of the legs or of the hands, could be severally 
identified, the whole poses as such would not yield to fixation 
according to the names and descriptions in textual traditions. When 
we take into account the total corpus of movements as amplified by 
the De$i-Karanas, Sthanakas etc., we may be enabled to trace and 
link more and more of these sculptural illustrations but even then, 
I think, from what has already been examined, nothing like a 

1. In Kumbhakonam, I have seen from a first reading of one of the name- 
labels on the south side of the west face, a label like Vyankola which occurs 
only among the Des'T-Karanas. 

m 
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systematic illustration of the De^I-poses had been contemplated by 
the sculptors, as it had been done for the hundred and eight Marga* 
Karanas in Tanjore, Chidambaram etc. During the time taken by 
me to edit Jaya’s text and write this Introduction to it, I had 
visited the Kakatiya ruins in Warangal and Palampet. There are 
large size bracket figures of dancers in the Ramappa temple, a few 
examples of which are reproduced in this publication. It could be 
seen, by examining them in the light of the texts and the illustra¬ 
tions relating to the Karanas reviewed above, that they do not 
illustrate the Karanas ; they are too few to be illustrations of either 
the Marga-Karanas or of even the De^i-Karanas. Parts of the 
poses, the legs or the hands, may approximate to those in some 
Karanas but the pose as a whole may not represent any specific 
Karana. The supposition by historical scholars or some of the more 
enthusiastic writers on cultural subjects that the Palampet dance- 
sculptures illustrate Jaya’s Nrttaratnavall lacks foundation. 

My attention was drawn to some pictorial dance-illustrations. 
In the publication Sri Kalaka-Katha-samgraha', there are reproduced 
from mss., 88 illustrations. Plate XXXII gives two lady figures 
captioned Tiryagunnata and Skandhonnata ; four plates that follow 
give twelve drawings illustrating 3iro-bhedas (head-movements), 
called here strangely TANAS. Then follow some drawings repre¬ 
senting Drsti-bhedas (varieties of look). While in the Jsiro-bhedas, 
the figures are in Samapada, in the Drsti-drawings, the hands and 
legs are in different poses. But these are not illustrations of any of 
the Karanas. ' 

DE^TDANCE IN JA YA 

As already pointed out, the Nrttaratnavall (N.R.) is especially 
noteworthy for its latter part in which several regional forms of 
dance are described. In the first four chapters, the work deals with 
the classical forms as banded down from Bharata. In chapter five 
Jaya says that he would describe the De3i as prevalent in his 

time: 

snipll II 

?n ^ \ V. 11-12. 

1. Part 1 published by Sarabhai Manilal Nawab,.Ahmedabad-l, 1958. 
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CHARACTER OF DE$1 

The development of dance and different forms and variations 
of it could be easily understood if we bear in mind the linguistic 
analogy. After classical Sanskrit, there were the several Prakrts 
and when these Prakrts themselves came to be the media of literary 
expression, they too became sophisticated and standardised and 
gave place to the Apabhram£a. Even so in dance, after the older 
modes had been set forth and defined by Bharata and his immediate 
followers, additional poses and sequences were observed by the- 
orists who began codifying and describing them in their texts : these 
additional poses, movements and modes themselves became settled 
as a supplement to the classical repertoire. A great many of them 
Bear Sanskrit names and appear just as a continuation or amplifica¬ 
tion of the older material :1 e.g. the Calakas or Hasta-movements 
which £arhgadeva just mentions under Bahu and Vartanas and on 
the numerous varieties of which Kallinatha gives an extensive 
extract from Kohala. (5. R. IV. p. Ill, Adyar) ; all the names here 
are in Sanskrit and Calaka itself is only another name for the older 
one Recaka. In fact £arngadeva gives all De£l-material, not in a 
separate section like Jaya, but as additional ones under each of the 
topics like Carls (VII. 907ff), 

srecnftracnaarof srfsrofrrt&awg ar. i 

rn: n 

Sthanas ( S.R . VII. 1094: 13 DeSi-sthanas), etc. 

This newer material attained again country-wide vogue by being 
incorporated into the older tradition. Further local variations and 
varieties then came to be obser\ed, recognised and dealt with by the 
writers and the process thus went on* showing that there was no 
stagnation, nor failure to get enriched by fresh developments. 

We have this subject of De£l dance dealt with by Somegvara, 
our writer Jaya, Sarngadeva (S.R), Parsvadeva (S.S.S), and also 
by several writers who are still later and who draw upon the above 
authors. De£i could be dealt with conveniently in two sections: 
one, the additional poses, movements and sequences under the heads 

1. This applies to the history and development of music as well; see my 
paper on the Popular and Classical In Music , Journal of the Music Academy, 
Madras XXVIII, pp. 100-106. 
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of SthQnakas f Karanas , Bhramaris , Psdas, Pdtas, CBrls (akasiki 
and bhaumi) t Lasyangas and Gat is; and two, the several 
regional dances themselves such as Perani, different Rasakas , 
Car earl, Sivapriya, Cintu t Kanduka, Bhandika % Car ana, Bahurupa and 
Kolhata. We shall deal with these now, collating Jaya’s treatment 
of these with that found in other works. 

In music, the De£i-material begins with Matanga whose treatise 
itself is called Brhaddesi; if we recover the full text of Matanga’s 
Brhadde£l, we would discover that it is a mine of information on 
De^I-dance also. In Kallinatha’s commentary on the Sangitaratna - 
kara , VII. 350, we have a long extract from Kohala’s Sahgitameru 
on Calakas which are a group of composite hand-movments; and 
here reference is made to a work ascribed to Narada which, from 
its name DeSinrttasamudra, Ocean of DeSi-dance , appears to contain 
the largest amount of De£l-material. No ms. of this work has so 
far come to light. Among the earliest authorities, we have strictly 
speaking, to start with Kohala himself for the tracing of the DeSi. 
Kallinatha says (on S. R. VII. 1017): 

Ferrer 


Kohala’s work too is not available; it would therefore be proper 
or practicable if we start with SomeSvara to collect the additional 
Desi-material. As already pointed out, much of this is in pure 
Sanskrit terminology;! but as we go later and later, non-Sanskrit 
names increase. It is therefore at that point that it appears proper 
to start our notice of the De£i. 

Another point we have to bear in mind in collating DesJ-mate- 
rial, particularly after non-Sanskrit terminology had begun to show 
itself, is that there is overlapping of the new material, bearing a new 
name, over what has already been described by Bharata or his 

1. Even for the old Nrtta-hastas and Karanas, there grew more popular 
and sometimes more graphic and expressive Sanskrit names, as shown above in 
the section on Kirtidhara. Some of the other popular names are based on 
pure Sanskrit forms; e.g. Alaga is from Alagna, Vagada from Vikata, Kaivara 
from Kavicara, etc.. At the same time we may note also that in the termino- 

i 

logy found in Bharata himself, some of the words are difficult to derive 
normally ; e.g. Addita and Mattalli (Carl and Karana), Khatakamukha, 
Ka(Kha)ngula and Alapadma (Hastas). 
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immediate successors under an older name. For example, in foot 
or leg movements : Carls are already there in Bharata; we have then 
some De£i Carls appearing additionally with pure Sanskrit names; 
and then there are numerous varieties of this same foot and leg work 
found in later treatises under names of doubtful Sanskrit derivation, 
e.g. Pata-mani and Madhupa. 

.3 JR^qsrfirsFT II ( Kohala ) 

Kallinatha on S.R. VII. 1017. 

And a further list of De£l Padas are given, calling them Carls, 
in which many older Marga Carl names appear again. 

A complete Marga-De$i co-ordintion is to be undertaken to show 
the actual additions and the cases of overlapping and the same old 
movements coming up under new Sanskrit or Prakrt or other local 
nomenclature. Such a co-ordination would show that it would be 
difficult to draw a line, in the flowing current of the development of 
the art, to show where exactly Marga ends and De£i begins or to 
pick out of the mass of movements what exactly is Marga and what 
is DeSi. The very conception of Marga and De£l would become 
fluid with a lot of mutual interpenetration and overlapping. The 
rough and ready definition of De£i supplied by Kallinatha that it is 
what Bharata did not speak of, but Kohala and others spoke about, 
would have to be taken with adjustments in many cases. Compara¬ 
ble to Narada’s definition of De£i music that Desi is that which is 
not governed by country-wide common rules (niyama) but varies 
from place to place, is paralleled by Parsvadeva’s definitionof De$i 
with reference to dance, which, in essence, means the same thing as 
Narada’s dictum. 

4 

S. S, S. t TSS. p. 66. il 127. 

But as pointed out at the beginning, on the analogy of linguistic 
development, all this scattered, amorphous De£l movements slowly 
gets collected and collated and then fixed and submitted to a gram¬ 
mar. The process is one continuous endless thing like life itself, 
a gradual reduction of chaos to order and a mutually complemen¬ 
tary play of the forces of freedom and discipline. 
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DE$1 ADDITIONS UNDER STHANAKAS, 

KARANAS ETC . 

The poses and movements associated with De£i are dealt with 
under the same head as those of Marga-dance, the standing leg-poses 
called Sthanakas, their movements called Carls and the joint hand 
and leg poses involving movement called Karanas. 

1. Of these we shall first examine the De£i Sthanakas . Jaya 
describes 23 of them (pp. 159-163), 21 of which are the same as those 
given by Some£vara : Samhata, Samapada, Svastika, Vardhamanaka, 
Nandyavarta, Catura£ra, Parsnividdha, Parsnipar£vagata, Ekajanu- 
gata, Paravrtta, Prsthottanatala, Ekapada, Brahma, Vaisnava, &aiva, 
Garuda, Vrsabhasana, Samasucika, Visamasucika and Khandasucika 
qg I The two additional ones in Jaya are KurmS- 

sana and Nagabandha. It is to be noted that &arngadeva has the 

same 23 as in Java, S.R. VII, 1022-26. Par£vadeva has however 

some more marked differences in his treatment of the De£i-Sthana- 

kas in his 5 S.S. (pp. 66-8). First he states that the De£l-varieties of 

Sthanas etc., occur in De£i dance-forms PeranI, Pekkhana, Gondali 

• • • • 

and Dandarasaka. In the De£i-Sthanakas which he then deals with, 
• • 

he gives only 21; Vrsabhasana, Brahnia, &aiva, Samhata, Prsthot¬ 
tanatala and Ekajanu-6 of Jaya’s are missing here, but 4 new ones 
show themselves up, Tribhangl, Padmasana, Visamapadmasana and 
Antarapadmasana. Besides, there are some minor differences in the 
names of a few of these, according to the different texts. The 18th 
in Jaya figures in the enumeration ($1. 15) as Par£vaviddha but in 
the actual definition (£1. 34), it is given as Parsnividdha, the name 
found in Somesvara. As regards the actual definitions of each of 
the Desl-Sthanas, Jaya’s are mostly after those given by 
Some£vara. 

If we compare these Desl-Sthanakas with the Sthanakas former¬ 
ly described under Marga, we find, that we have some common to 
both, in which the conception and pose are the same but the 
description and terminology differ somewhat. Thus Samapada and 
Vaisnava are found in both sets. Of the others, some are to be 
seen in the 108 Karanas already described, where Sthanakas are 

essential parts; the Desi-Sthanaka Garuda occurs under the Karana 

* • • 

Garudapluta ; Svastika, as a De£i-Sthanaka, refers to the Svastika- 
formation at the ankle; Svastikas of legs at different points of the 
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legs occur in several Karanas. 'Suci’ is an element and as applying to 

Pada, it is met with more than once under Karanas: here under De$I- 

• * 

Sthanakas, three kinds of stretching of leg-SucI are given, Sama- 

sucl, Visama-suci and Khanda-suci. Under Karanas, the first one, 

* • • • 

Talapuspaputa, is given for the offer of flowers, Puspanjali, but 
under De£i-Sthanas a straight and close position of the feet is given 
for this act, with the new name Samhata; the Samhua-pada is 
however the same as the Sama variety under Pada, the Samapada, 
the first, among the Carls, before the movement starts, and also 
the leg*position in the Karana Samanakha. The Marga-Sthana- 
kas mention Vaisnava, from which the Saiva and Brahma as De6i- 
Sthanakas are further elaborations. In the Marga-varieties of 
Sthanakas too, a Samapada is found and it is given by Bharata as 
presided over by Brahma; in the De£l-Sthanakas, a separate Stha- 
naka is given for Brahma with his own name. The Catura^ira as 
De£i-Sthanaka merely emphasises an exact measurement or distance 
between the two feet; but the Marga-Sthana CaturaSra is a more 
comprehensive pose which includes particular positions of chest 
and hands. Three of these DeSl-Sthanakas refer to poses of sitting,. 
Vrsabhasana, Kurmdsana and Nagabandha. Thus the DeSl-SthSnas 
form a supplement to those given under Marga, some being further 
specifications of the elements included in what have already been 
generally mentioned and some being further elaborations. 

2. In the De£i-varieties of Karanas, utpluti or jump forms a 
common feature and a new element. Somesvara gives only 18 of 
these, but the main and subsidiary varieties of these given by Jaya 
are more than those found in Somesvara. A concordance of these 
as set forth by the different authors is given below : 



Somesvara 

% 

Jaya 

Ancita 

4 

14 

Alaga 

3 

4 

Lohadi 

• 

4 

7 

Kapalasparsana 

2 

4 

Darpasamna 

Jalasayana 

Dandapranata 


Nagabandha 

Not found 


Sucyanta 

Matsyakarana 



Enapluta 

Tiryakkarana 


Not found 
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Thus Some£vara has 18, including the sub-varieties ; of these 
the definition of Darpasarana is missing in the mss. of Some£vara’s 
work, collated by me; in the enumeration-section, it is found as 
Dandapranata ; Darpasarana is the name found in Jaya, &arngadeva 
(Vlf? 752) and ParSvadeva (p. 70). While Jaya omits Enapluta and 
Tiryakkarana, £arngadeva has them. Nagabandha is found under 
both Sthanas and Karanas of De£l. 

The Utpluti-karanas are dealt with by &arngadeva and Parsiva- 
deva also ; the following table shows the differences among these 
four: 


Somesvara 

Jaya 

&ariigadeva 

Par£vadev& 

Ancita 4 

14 

5 

o 

Ancita 

99 

99 

99 

Kartari-,, 

t f 

99 

99 

Ekapada-,, 

9 9 

9» 

99 

Bbairava-., 

99 

99 

99 


Ksetra-ancita 

99 

ft 


Skandha-,, 

9 9 

99 


Lohadi-,, 

9 9 

ft 


Dandapranama-,, 

9 « 

99 


Lankadaha-,, 

99 

7 


Bhrantapada-,, 

9f 

99 


Angusthabandha- 

99 >» 

*> 


Balibandha-,, 

* > 

99 


Alaga-,, 

♦ ♦ 

19 


Samakartari-,, 

99 

ft 

Alaga 3 

4 

3-1 

2 

Alaga- 

99 

9 9 

99 

Antara-,, 

» 9 

9 9 

99 

Urdhva-,, 

If 

* 

9 » 

19 


Kurma- 

99 

99 

Lohadi 4 
• 

7 

3 

1 

Ekapada- 

Lohadi 

• 

99 

19 

etc. 





Kartari-,, 

9 t 

99- 


Samakartari-,, 

9 9 

19 


Bahubandha-,, 

9* 

9 9- 


Citra-,, 

• 9 

9*- 


Ekapada-,, 

ft 



Caturmukha-,, 




16 




Some£vara 

Jaya 

Jsarngadeva 

Par£vadeva 

Kapnlasparsana 2 

2 

2 

1 

Kapalaspar£ana 

tf 

Kapalacurnana 


bJataprstha 

• • 


• » 


also called Vyahkola 

(Vyahkola) 

Dandapranata 1 

-included in Ancita 

•in Ancita 

separately 


varieties 

varieties 

given 

Jala^ayana 1 

f > 

» > 

- 

Enapluta 1 

» » 


- 

Tiryakkarana 1 

• f 

>» 

- 

Matsyalolita 1 

V 

• ■ 



Matsyakarana 

Matsyakarana 

- 

- 

Darpasarana 


- 


Nagabandha 

»» 

- 


Sucyanta 

M 

- 


- 

Karasparsana 

• 


- 

Tiryaganeita 



- 

Tiryaksvastika 

- 


- * ,, Bindu or 

Dindu and 
• • 

a few other* 
(see p. 11) 

It may be noted that while the DeSl-bhramarls are separately 
noted in Jaya and Parivadeva, Sarngadeva adds them under Utpluti- 
Karanas which he thus counts as 36 (VII. 775-7). 

These Utpluti-Karanas fall into four sets: (a) a series of 14 
Ancitas, (b) a set of 4 Alagas, (c) a class of 7 Lohadis and (d) a 
miscellany in which Nagabandha of the De£i-Sthanaka appears 
again, and two (JalaSayana and Matsyakarana) involve lying down. 
It may be noted that from here onwards Prakrt forms of the names 
occur. 

3. Bhrantaris. As in the case of jump or Utpluti, we may say 

that Deii dance, as contrasted with the Marga, has an abundance 

of wheeling movement or pirouette. In Marga, we have a very 

limited amount of Bhramana ; it occurs in a few of the 108 Karanas 

• # 

and among the Akasika Carls of Marga, one is Bhramari. The 
varieties of Bhramari under Desl given by Jaya are 13. &irngadeva 
who deals with them as part of the Utpluti-Karanas, speaks only 
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of 9. ParSvadeva ( S.S.S ., TSS. p. 71) just mentions 5 of them, 
Chatra, Cakra, Antar, Bahir and Kapala (i.e. &iras). Somesvara 
does not mention them. 

The importance of Bhramarl is seen also from what Jaya says 
of it further, after describing its main varieties (V. 100-106). 
8 of them are called ‘Kevala’ and 5 *mixed’;,by further mixing or by 
the difference in their sequence, 167 varieties are said to be possible; 
by the variation of ‘Alaga’ and their sequence, 99 (?) .further 
varieties are also ppssible. From Sarngadeva’s brief reference 
to these further varieties of Bhramarl (VII. 788-9), we have to 
suppose that, according to some, the Bhramarls could also be varied 
by the Karana on which they are done and could thus get further 
multiplied. Probably, by Karana, £arhgadeva means one of the 
Desi Karanas, Alaga, on the basis of which Jfiya works out 99 (? ) 
other varieties. 

4. Padas. The Desi varieties of the feet or actual foot-work 
are more confusing than the other Desi varieties. Diverse 
nomenclature and overlapping, the same being called by more than 
one name and appearing under more than one head, mark especially 
the subject of De£l Padas. 

First Jaya introduces them as DtSi Padas, giving 16 of them 
(VI. 1), as dealt with by Matanga. Then 28 of them are described 
by him as taken from the Desi-nrtta-samudra, implying by his 
words (asmabhir uddhrtah) that in that work, many more varieties 
are given; this set of Do£i Padas is introduced with the name 
Pnta-manis : 

• • ^ 

£ 

Foot br Foot-work takes the form of striking the floor ( Tadana ) 
and for that reason, it is called Pada-Kuttana and in a text ascribed 
to Kohala and quoted by Kallinatha on the SR. (p. 313 ff, Adyar 
edn. Vol. IV), this is characterised as a Cari, and given a further 
popular ( loke) name Madhupa. 

3TO aft i 

Twenty-five of these Madhupas are then described. Because of 
this, the foot-varie ties are also dealt with under Carls, of the 


Bhauma and ka$ika classes; and in fact, Dcsl Fad as are dealt with 
by £arngadeva in the section on Carl, i.e. DeSl-Cirls which are given 
after the Marga-Caris. As feet move along with the rest of the 
legs, their treatment as Cari is also justified. 

We shall now note the De£i Pada varieties given by Jaya under 

three heads, 16 De£i Padas, 28 Pata-manis, and 42 De£i Carls with 

* * • 

a supplement of 4 additional ones. In the table that follows, a 
concordance is also provided of the corresponding De£i Pada 
material in Some£vara, Sarrigadeva and ParSvadeva. 


16. Deil Padas 


Jaya 

SR. Under 

SSS. (p. 68) 

(De£i Padas) 

(De&-Carls) 

(Patas and Carls) 

Sarika 

30th, VII. 997 

si. 156 

Svastika 

28th, VII. 995 

156 

Ullala 

Ullola, 54th, VII. 1017 

„ 164 (Ullola) 

Sphurika 

31st, VII. 998 

„ 157 (known also as 



Pur) 

Ardhapuratl 

29th, VII. 997 

„ 157 

Puratl 

• 

28th, VII. 996 

162 

Vegtana 

47th, VII. 1011 

161 

Udvestana 
• • 

48th, VII. 1012 

„ 164 

Khutta 

25th, VII. 994 

.. 162 

Ardhaskhalitika 

34th, VII. 1000 

„ 161 

Pravrta 

• 

53rd, VII. 1016 

„ 163 

Prsthotksepa 

50th, VII. 10; 3 

,, 160 (also known as 



Bharani-puta) 

Lataksepa 

33rd, VII. 1000 

„ 166 

Nikuttaka 
• • 

32nd. VII. 998 

„ 159 

Samaskhalita 

35th, VII. 1001 ‘ 

„ 165 

Utksepa 

49th. VII. 1013 

„ 160 (Talotksepa) 


28 Patamafiis 

• 9 


Jaya 

SR. 

SSS. 

8 Taditas : 

m 



Urudvaya-tadita 


Not given except 

Par£voru ,, 


for Alagapata. 

Vyatyasa „ 
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SR. SSS, 

If 

n 
ti 
i» 
tt 

6 Udvrttas : 

Samodvrtta 

Svastikodvrtta 

Paryayodvrtta 

Prsthodvrtta 
• • • • 

Vicyutodvrtta 

Par^vodvrtta 

Svastikavicyuta 

Talodgbattita 

Padaialodghattita 

Kalanupura 

Citrapata 

Luthita Madhupa 17, 18, 24 ; 

pp. 316-7 (Adyar), 

Kallinatha 

Alagapata 

Catuskona Madhupa 14, p. 315 174 

(Adyar), Kallinatha 
Trikona Madhupa 3, p. 314 „ 

ManjiraSinjita 
K ucumbini 
Sadasra 

Langlutapratilanghita 

42 Defi Padas dealt with as Defi Cans. 

/ 

26 Bhauma : 

Jaya VI. 58 ff. Somesvara SR. SSS. 

Samanakha 1st See Samapadanikutta p. 70, £1. 

under Madhupa (p. 177. 

316, Adyar), Kalli¬ 
natha. 


Jaya 

Svastika 

Vitadita 

Tala' 

Par$\ra 

Kraraa 
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Jaya VI. 58ff. 

Somes vara 

SR. 

SSS 

Parsnirecita 
• • 

9th 

10th, VII. 980 

Taladar6ini 

10th 

27th 

99 

995 

Ardhamandalika 

• • 

14th 

15th 

99 

985 

Tiryakkuncita 

25th 

16th 

99 

986 

Apakuncita 

26th 

23rd 

99 

992 

Sakati 

Katara 5th 

Katara 9th VII. 979 

# 

Utkuncita 

24th 

19th 

99 

989 

Tiryanmukha 

3rd 

4th 

99 

975 

Nupuraviddhika 

2nd 

3rd 

99 

974 

Madalasa 

23rd 

17th 

99 

987 

Pariivrttatala 

• 

12th 

2nd 

99 

973 

Langhitajanghika 

21st 

21st 

99 

991 

Maralika 

4th 

5th 

*• 

976 

Sphurita 

20th 

22nd 

99 

992 

UruvenI 

4.7th 

12th 

99 

982 

Sanghattita 

22nd 

24th 

99 

993 

Harinatrasita 

16th 

14th 

99 

984 

Karihasta 

Uth 

6th 

tJ 

977 

Kullrika 

6th 

7th 

99 

978 

(also called 





Talasarpanika, 61. 110) 





Stambhakridanika 

15th 

20th 

99 

990 

Rathacakra 

7th 

1st 

99 

972 

Urutadita 

13th 

11th 

99 

981 p. 69, 61. 167 

Sailcarita 

19th 

Tiryaksancarita 



more fully ; 



18th 

99 

988 

Vi61ista 

• m 

8th 

8th 

99 

799 

Talodvrtta 

• 

18th 

13th 

9* 

983 

16 Akasika : 





Vidyudbhranta 

13th 

1st VII. 

1002 

Purahksepa 

5th 

2nd 


1003 

Avaksepa 

6th 

5th 

»t 

1005 

Anghntadita 

3rd 

8th 

99 

1008 

Damarl 

2nd 

6th 

IS 

1006 p. 69, 61. 

• 


(occurs also 



among 

Madhu- 



pas, 

Kallinatha) 
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Some.<vara SR. SSS. 

4th 

16th 7th VII. 1007 

11th, Viddha 17th VII. 1015, Viddha 

8th See Marga 

Akagika Carl 

14th 10th VII. 1009 

10th, Sandolita 

9th 16th „ 1014 

1st 3rd ,, 1004 p. 69. £1.169 

15th 4th „ 1004 

12th 9th 1009 

7th 11th „ 1110 Additional 

ones : Kar- 

tarl, Tatha- 

la or Tat- 

tala, Garu- 
• W 

dapaksa, 
Lalatatila- 
ka, Phel- 
lana-pata, 
Vindhavana 
Nissarada, 
pp. 68, 69, 
sis. 153-4 ; 
169-176, 
under Bhu- 
caras and 
Khecaras. 

From the above, it is seen that the first set of 16 Desl Padas 
are not mentioned by Somesvara, but occur in Sarngadeva and 

Parsvadeva, the former dealing with them under Deg! Carls, 

„ * 

the latter calling them Patas as well as Carls. In two cases, 
Parsvadeva gives two more popular alternate names. Pargvadeva 
brings all the De£l Pads varieties under one head and deals 
with only 25 of them in all. Of the 28 Pata-manis given by 
Jiiya, only four could be traced in Sarngadeva and Kallinatha’s 
quotations on Madbupas and only one eccurs among the 2$ in 
Parsvadeva. The third set given as De£l Carls (Bhauma and 
Akasika) is completely found in Som«£vara, except for a slight 


Jaya IV. 58 ff. 

Bhramarl 

Dandapada 

Baddha 

Ordhvajanu 

Alata 

Andolita 

Sue! 

Viksepa 

Harinapluta 

Janghalanghanika 

Janghavarta 
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change in the order and difference in name in three cases. These are 
to be seen in J&rngadeva too, under De$I Carls, except for three. 
It is interesting to note that Par^vadeva has only two belonging 
to this set, but gives 7 new ones not met with in any of the other 
texts. 

Already we referred to the recurrence of old Marga-names 
under Desl-varieties. The last set of Padas, given as Carls, noticed 
above, contains several examples of this, and it is perhaps because 
of this that 3arngadeva omits a variety like Urdhvajanu which 
comes down from the time of Bharata. 

Samanakha, an old Karana and Samapada, an old Carl, come 
up again under the first Desi Pada or Carl called Samanakha. 
Vidyudbhranta under De£i Cgri is the same as the Marga Cari of 
that name. Though the words of description differ, Baddha as 
a De6i Cari does not differ from the same under Marga Cari. Even 
so Bhramari, Urdhvajanu, Alata and Harinapluta, which occur as 
Carls under DeSl as well as Marga. Some more Des'i Carls have 
the names found among Marga Caris etc. but there is a slight 
difference in the movement involved, e.g. Suci; also the Lalatati- 
laka mentioned by Panfvadeva. Karishasta, among De£i Caris, 
is an old familiar name, but in content, it is different, applying 
as it does now not to any pose of the hand, but to an action of the 
feet! 


DE$I LASYA AND ITS ANGAS 

The Desi features noted above relate to parts and their move¬ 
ments ; out of them is formed the full dance, the Desi Lasya. 
Lasya occurs as a form of stage-entertainment with 10 or 12 items 
comprised in it, in the text of Bharata himself and successive writers 
on dramaturgy have mentioned the Lasyangas while dealing with 
drama and its different types. Jaya also speaks of this Lasya at the 
beginning of his work, I. 57*72. For a detailed discussion on this, 
those interested may refer to my work, Bhoja’s Srngara Praka&a. 
(1963, Ch. on Bhoja and NatyaSastra, pp. 574-583). 

The Lasya, in terms of De£i, was perhaps first dealt with by 
Bhoja in his work on music and dance. The earliest work we now 
have which describes Lasya under Dc£i is the SR, In fact, &arnga* 



129 


deva speaks of Lasya only with De4i form. But, as I have already 
pointed out, the first systematic account of the component elements, 
noteworthy features or highlights of De4l Lasya, referred to com¬ 
pendiously as Lasyangas, was given by Parsvadeva in his S.S.S. The 
next important writer to devote special attention to this subject is- 
our author, Jaya. In my paper on Bharata N&tya in the Dance 
Seminar of the Sangeet Natak Akademi, Delhi, I have spotlighted 
the contribution of Parsvadeva and Jaya to this and a fuller treat¬ 
ment of it would be proper in this Introduction to Jaya’s text. 

The following gives at one glance the Desi Lasyangas in Jaya, 
Parsvadeva and &arngadeva. 

desT lasyangas 


46 - NR. (VI. 118 ff) 

18 - SSS. 10- 

SR. (VII, 1206 

Sausthava 
• • 

(TSS. pp. 71-72, 

.41s. 192-213) 

2nd, 41. 196 


Sthapana 

19th, 41, 213 


Rekha 

10th, 41. 204 


Data 

• 

12th, 41. 206 


Cali 


1st, 41. 1208 

Calivali 


2nd, 41. 1208 

Lali 

3rd, 4i. 198 

(Calivada) 
3rd, 41. 1210 

Trkani 
♦ • 

6th, 41. 200 Tukali ? 

(Ladbi) 

Ulla'a 

17th, 41. 211 


Sukalasa 

Urongana 


Sth, 41. 1212 

Bhav.i 

4th, 41. 19J 


Tharahara 

16th, 41. 210 


Kittu 

15th, 41. 209 


De4lkara 

Nijapana 

Dillayi 

13th, 41. 207 


Lavani 

• 

14th, 41. 208 


Gltavadyata 

Abhinaya 

(Navani, Tavani) 



17 
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46 - NR. (VI. 118 ff) 

Lay a 

18 - SSS. 

10 - SR. (VII. I206ff). 

Komalika 

Oyara 


* 

Anilci 


8th, si. 1214 

Angahara 

Manodharma 


7th, 41. 1213 

Anga, Ananga 

11th, si. 205 


Vivartana 

18th, si. 212 


Jhanka 

8th, si. 202 


Mukharasa 

1st, si. 195 


Theva 

* 

9th, si. 203 


Vihasl 


9th, 41. 1215 

Dhasaka 

Tala 

Vitala 

Rasavrtti 

• 

Masrnata 
• • 


6th, 41. 1212 

Anumana 

6th, si. 201 


Pramaiia 

Langhita 

Amsagati 

Susandhi 

Padapata 

Gatistha 

Candana 

7th, si. 101 



• • 

/ 

Two Lasyangas of Sarngudeva, Suka and Manas are not 
found in Jaya. On the other hand, Jilya has several others, 
giving us thus the fullest list of these. There is a difference between 
the ten or twelve Lasyahgas coming down from Bharata and these 
De£l Lasyahgas. While the former are really themes or sections in 
a programme of dance, the latter is a composite or omnibus set of 
features which refer to graces or highlights of Lasya dance, in all its 
departments, music, rhythm, instruments, dance, gesticulation, 
stand, finish, interim pauses, etc. In fact the Desl Lasyahgas 
are so much of aesthetics and criticism of the art. Jaya’s text is 
therefore of special importance because of the elaborate attention it 
devotes to this subject. 

Sausthava , the first, is the fine position, with which the 
danseuse begios her dance, involving a slight lowering of the body 
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at the hip, Khar vat a , which is of paramount importance as I have 
shown elsewhere. Sthapana is the attractive stand marking the 
finish of a sequence of dance or gesticulation. Rekha is best under* 
stood by the English equivalent Line, each limb in its proper posi- 
tion and each bend, curve and swerve in its proper degree. Dala is 
the first, soft emergence of movement, comparable to the sparkling 
drop of water moving on a lotus leaf or petal when a light breeze 
blows. Cali is the next stage in which, with a gradual acceleration 
towards medium tempo (madhya-laya) in consonance with the beat 
of the rhythm, the limbs, feet, hip, thighs and hands, start moving. 
A further acceleration of the movement into fast tempo (druta-la- 
ya) is Calival » defined by Jaya. first according to Par£vadeva and then 
according to &arngadeva ; the former describes it as the glow of joy 
which permeates the artiste as a result of the perfect harmony with 
the accompanying music ; the latter describes it more definitely as 
the graceful movement of the limbs, as well as parts of the face, in 
perfect accord with the music and its rhythm. As in the case of 
Cali , which is from the root Cal , the word Lali is from Lai. Trkani, 
which is most probably the same as Tukali of Par^vadeva, is the 
underlining of the tempo, rhythm and beat with the graceful and 
appropriate movements of the head, corresponding to what we call 
Acfdami of the neck in Bharata Natya parlance. Ullasa is the 
suggestive flourish, twice or thrice, of the limbs in a somewhat 
relaxed state, in unison with the rhythm. Sukalasa is absent from 
Parsvadeva; Sarngadeva mentions Kalasa itself not here but else* 
where and I have spoken of it in another context. 1 


When in between the different sequences of a course of dance, 
the capable danseuse effects a unified display of voice, instrument 
and her own movement, it is called Sukalasa \ it may be taken as an 
interim crescendo or as corresponding to what we call in the South 
Indian dance a Tirmana. Urohgana, absent from Parsvadeva but 
seen in Sarngadeva, is the graceful forward, backward, upward and 
downward tilt of the shoulders and breasts, alternately, in quick or 
slow tempo, but in perfect concord with the fime>measure ; this 
may be compared to the lateral movements of the shoulders and 
arms referred to as Bhvjaru tatiaratu , seen prominently in the 
opening item Alarippu in the South Indian dance. In the course of 
the dance, the danseuse, noting the perfect unison of the music of 

1. See my Kathakali and other forms of Bharata Natya in the collection 
to be published by the National School of Drama, Delhi. 
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the voice and the instrument and losing herself in its thrill, 
stands still for a moment, without dancing; this is Bhava; this 
follows upon Lali described earlier. The ability of the danseuse to 
give a quick movement to breasts is Tharahara and the graceful 
throb that she could give to her breasts or arms or hip, in conso¬ 
nance with the rhythm is Kittu. Desikara is the display of different 
folk-forms, conforming to their respective characteristic manner, 
but without crudity. The eyes following the hand and brimming 
with feeling and the hands and limbs keeping perfect lines, and all 
these done in utter ease is called Nijapana . We may probably see 
in this the opening item Alarippu of the South Indian dance, in 
which, standing in Sausthava , the danseuse moves laterally her 
shoulders and hands, with her eyes following them. Dilldy’ is the 
sweet abandon or slackening of the limbs without loss of Sausthava, 
appearing as if soaked in the sentiment; as ParSvadeva clearly puts 
it, this would apply to repose as well as slow gait. Lavani (Tavani 
or Navani in Parsvadeva) is the ability of the body to bend even 
in movements difficult to execute. Sugltavadyata, as its plain name 
means, is dancing in perfect harmony with the music of the voice 
and instruments. Ahhinaya no doubt refers to the showing of the 
hastas in the interpretation of the meaning of the songs; but what 
is especially meant here when Ahhinaya is mentioned as Lasyanga 
is that when the movements of larger sweep like Kar.inas and 
Aiigaharas are executed, the movements of the limbs in them 
should be such as to bring out the Bhava or the idea or feeling 
intended. Lava is the great mastery of rhythm by virtue of which 
the danseuse, when dancing in one tempo or measure introduces a 
second and third variation of it and gets through it all successfully. 
The natural suppleness of the limbs when the danseuse makes her 
moves and turns, showing thereby a fullness of feeling, is, as the 
name signifies, Komalika. Oyara , the najne of a Lasyanga, is still in 
common use meaning the heightened bearing of a woman importing 
a stately grace and attractiveness to her; as a Lasyanga, as described 
by Sarngadeva, it has more or less the significance that is popularly 
associated with it. But in Jaya, it means the beautiful gait or 
movement with which the artiste passes on gradually into increasing 
complexity of the dance. Artiki is the flawlessness of the dance 
from the point of view of music or rhythm. Ahgahdra is on a par 
with the earlier Lasyangas like Abhinaya and Laya, which have a 
special meaning as a Lasyanga; it is the facility with which the 
limbs can, like a bow, .bend on either side in perfect keeping with 



133 


the tempo. Manodharma is still used in music criticism ; it is the 
creative imagination of the artiste which enables her to enlarge the 
■scope of what she had learnt. Aiiga is the full use of all the 
legitimate elements of Lasya ; Ananga is the proper admixture of 
an extraneous element from Tandava to add some beauty. 
Vivartana is the proper display of Karanas, Bhramaris, Carls, 
Padas and Hastas in proper co-ordination with the rhythmic beats 
•of the instruments. Jhc/ika is the movement of the dansuese on 
the right or left, as if giving herself over to the onlooker on that 
side and then withdrawing herself from that side in a tantalising 
manner. Mukharasa is a quality imported by make-up as well as 
the proper attunement of feeling on the face, making it radiant. 
Tlieva is the side-long glances of the eyes, overflowing with feeling. 
Vihasi is the smiling countenance. Dhasaka is the soft and graceful 
T>end forward of.the body in the course of the dance, in consonance 
with Tala, as a cluster of flowers on a creeper would bend when 
bees settle down on it. Tala is getting through lightly, Patas or 
Jatis or Solkattus (Bols) which are really difficult, through appro¬ 
priately devised sequences; Vitala is the opposite where even an 
easy sequence is done intentionally with an emphasis and made to 
appear difficult or complicated. Rasavrtti is the interpretation of 
Rasa and Bhava by the danseuse who is immersed in the feeling. 
Masrnata is the underlining of nrtta-hastas with the appropriate 
glance in the pleasant mood ; it is similar to Nijapana. Anumana is 
the flick of a guess crossing the face of the danseuse and showing 
itself through the lift of one brow, when in the midst of the dance 
she is wavering as to what she is to do next in accordance with the 
music and the instruments. Pram ana is the dance being in perfect 
accord with the music. Langhita is the breaking up of the sequence 
into its parts and getting through each part, with pauses at each 
section. Amsagati is the dwelling for a while on certain elements 

of importance or beauty. Susandhi is the continuity and flow, 

/ 

avoiding the appearance of any hiatus, when drums are changed or 
the rhythm passes from one to another. Padapata is the footwork, 
done with body kept straight and free from any sympathetic 
nwervings, in which the Tala-beats are so distinct and articulate 
that she appears to recite them by mouth. Gatistha is the technique 
•or lakgana being fully present* whatever the aspect of the dance. 
Candana is the last anga : it is the ending of a dance and standing 
still in Sausthava as if in a picture. 
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It is interesting to note that, as already mentioned, the Telugu 
writer Somanatha, of about the same time as Jaya, speaks of some 
of these De£l LasySngas Mukharasa, Sausthava, Lali, Bhava, Dhu- 
kali (the Tukali of Parsvadeva), Jhankali, Theva, Vibhramaand 
Rekha. See above p 29, Introduction. 

DE$1 DANCE-FORMS 

The Nrt tar at naval! is, as already mentioned, noteworthy also for 
the description of several forms of local dances. I shall deal with 
them now in detail, comparing Jaya’s treatment of these with that 
of other writers. 


Gondah 
• • 

The earliest text where we hear of this most important Desi- 
form of dance is the thesaurus of King Somesvara of Kalyan, the 
Manasolldsa or Abhilasitarthacintamani. In fact, our text expressly 
mentions the fact that once, at Kalyan, during the Bhutamatr- 
festival, King Somesvara witnessed a huntress (bhilli) sing and 
dance, and being captivated by her performance, he organised i* 
into a regular dance-sequence which, from that time onwards, has 
been known as Gondalmdhi ; it has been so named as, in Maharastrl 

Prakrt. a huntress is known as Gondali. 

• 9 • • 

qftftgT- 11 

VII. 161-3, p. 229. 

In the S.R. f the name of Somesvara or the circumstances 
narrated by Jaya are not mentioned but in the course of the descrip¬ 
tion of Gondali, it is more than once said that this dance has its 
music in Karnata mode; it may be mentioned here that Somesvara 
himself speaks more than once of Karnata as the language of some 
kinds of songs or music compositions described by him In his 



135 


Manasollasa. Sec S.R. VII. 1277, 1279. The make-up of the 
Gondali-danseuse is to be in Karnata-style, says &arngadeva : 

(5T) 1 i I 

VII. 1277. 

After giving, as set forth above, the correct explanation and 
origin of the name Gondali, Jaya records also a view that takes the 
name of this dance as Kundall and assign a a mythological origin to 
it. Kundall is evidently a wrong Sanskritisation of Gondali and 
the legend that Parvatl taught this dance to a celestial damsel 
named Kundall is due to the forgetting of the real origin as recorded 
earlier by Jaya. Some^vara wrote in 1131 A.D. and Jaya in 1253-4 
A.D. Therefore sufficient time had passed for this dance which 
had evidently became popular and widespread to have come under 
the influence of the imagination of certain writers, who, unfamiliar 
with . its historical and local associations assimilated it into 
the body of the many dance-forms bearing mythological associa¬ 
tions. 


rT-^ri II 

VII. 163-4, p. 229. 


Our work, the N.R ., does not separately describe the Gonduli- 
nrtya and its music and dance, but from the way the Gondali is 
dealt with at the end of the various Desi dance-forms and under the 
general description of the Nartaki as such, we are to take that the 
music and dance which Jaya sets forth under the heading Desi- 
paddhati and Puspanjali (pp. 213-4, sis. 69-76) belong to it. It is in 

the S.R. and the S.S.S. that we have an elaborate description of the 

/ 

method of performing a Gondali-dance. The latter sets forth the 
instrumentation and the actual music separately, vadya-paddhati (p. 
73, verses 224-6) and Gita-paddhati (p. 74. verse 232fP)> but it is in 
the former that a clear and detailed description is to be seen of the 

1 • Mandala is the wrong reading in the Anandasarama and Adyar editions. 
Kumbha and the Sahgltamuktavali preserve the correct reading Mandana. 

2. in the T.S.S. edn. here should be 
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method of performing, section by section, the Gondali. There are 
more terms of music and instrumentation common to Jaya and 
Par£vadeva, but greater details of the songs, Talas, the tempo, the 
sections, the dance in each, are found in Ssarngadeva. 


From Kundali and the mythological associations with Parvati 

etc., the dance later got further generalised as could be seen from 

* 

its description in the San git amukt avail which gives here, to set the 
background, a verse on Kundalim Sakti as the life-power in eternal 
rythmic play in the lotus of the adhara or basic pelvic plexus. 

?)srroft 

II 

Thus the Gondali who became Kundali gets further related to 

• * • • •* 

the Kundalim £akti, the Principle of Female Power supreme and is 
expected to be in the image of Goddess Sakti. 

The other additional elements in Devana’s description are that,. 

after setting forth its original form as Suddha Gondali, he gives a 

mixed or Sankirna form in which Karanas etc. are introduced 

• • 

according to one’s desire. Devana increases also the performers to 
two or more ; additions may go on in pairs till it becomes a big 
group performing a complicated group-dance, Safikula-nrtta In the 
end diverse Pindl-bandhas are also to be added, patterns of circles* 
squares, lotuses, plaited rows, and rows facing each other. That is,, 
it becomes Lasya in general. 

(§3sft) rPJT fefpn JRtfon I 

3&T fggdr 5f>«TrJ I 

to: g TOirasraftran ll 

s9 

to 1 
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Then the Sangitamuktavali gives the Gita, Vadya, Tala and 
Prabandha details of this dance, some of which correspond to those 
given by Java and Par£vadeva. 


Gondah-dt tails of performance 


/V/?. (p. 213) 

SSS. (pp. 73-4) 

SR. VIII. 1279ff 

Atodaya-melana 


Xtodaya-sa ma-nadat- 
va and playing of 
Melapaka 

Samahasta 

Samahasta 

ft ft • 

Yati 

• • • 

ft ft ft 

• • • 

• ft • 

Gajara 

Praharana 

• 

Praharana 

ft 

ft ■ • 

• ft ft 

Xrabhata, Mukha- 

ft 



vadya, Takara 

ft ft ft 

Jhenkara 

Jhenkara 

ft ft ft 

ft ft « 

Duvakkara 

ft • • 

Rigavani 

Rigavani 

Rigoni 

• • • 

ft • ■ 

Uttavana 

ft • 

• ft • 

Praharana 

ft 

ft ft ft 

Tunduka 

ft • 

Tuduka 

• 

ft ft • 

ft ft ft 

• • • 

Jakka 

Camatkara 

• • • 

ft ft ft 

Gltanga-vadya 

Yati 

• ft ft 

Uccalita Yati 

Antarvadana 



(see Yati above) 

Peranl 

ft 

Praharana 

ft 

The Peranl. the other important form, is 

described elaborately 

in all the three works, 

N.R.,S.R and S.S.S. 

While the Gondall 


is taken from the hunting folk, the Peranl has a Saivite feligious 
origin. The name Peranl is given also as Preranl ( N.R . VII. 37). By 
equipment, as well as by dress, the Peranl dancer is most striking. 
While Sarngadeva just says that the Peranl dancer has a sweet voice, 
is expert in all the constituents of his dance, is master of rhythm 
and adept in pleasing the onlookers (about two lines, VII. 1302-3), 
Jaya who devotes eight lines to his qualities, describes him as a man 
of attractive personality, of good pedigree, a man of taste, master 
of music and the instruments, endowed with excellent voice, adept 


18 
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in languages, ready-witted and eloquent, well-grounded in his own 
dance and its constituents, acquainted with both Tandava and Llsya, 
and one who executes easily the Karanas involving jumps and the 
wheeling movements. As for his dress, he is to be shaven and to 
have a tuft on top of his head, smeared with holy ash, and decora¬ 
ted with chowries as well as with ornaments of gold and precious 
stones and having bells all over his legs. In respect of dress too, 
Jaya’s description is fuller: He is to have, in addition, a replica of 
the serpent’s hood over his head (VII, 39); bears in one hand a 
staff (ranga-ya^ti) and a fly-whisk in the other. Jaya says that 
before the main PeranI dancer enters, four, six or eight associate 
dancers in the same make-up shall enter, one after the other or in 
pairs, and these shall stand on all the sides of the main dancer, in 
the centre (40-41). An interesting detail given by ^arngadeva and 
not found in Jaya’s work is that the first person to enter in a 
performance of PeranI is one referred to as Atta-bodaka, a Desl 
word which, according to Kallinatha the commentator, means one 
with a completely shaven head. 


He has also dress and ornaments which produce laughter and 
as the preliminary music is going on, he enters and executes some 
comic movements. It is when this comic prelude is on, that the 
main PeranI enters. 


srftjT^JiSlft ft?lft ^TnfT 1 


VII. 1318-9 


The main constituent parts of a Peranl-dance ate five, referred 

% 

to by all writers as Pancangas. They are Nrtta, Kaivara, Ghar- 
ghara, Vikata and Gita. 1 hese same five, given by Ja>a, are also 
given by Par^vadeva, with only a minor differerce in that the latter 
gives the fourth, Vikata, in its Prakrt form Vagada. 1 The defini¬ 
tions of these in these two texts are ahnost the same. The S.R . 
makes a difference by omitting the opening anga of Nrtta, as it is 
something which goes without saying, and makes up the five of the 
PaScangas by splitting the single Vikata of N.R. and S.S.S. into 
Visama and Bhava£raya. 

1. As noted above on p. 20 of the Introduction, PSIkurnfci SoupnStbm 
refers to this as Vedayata. 


139 


Nrtta is the opening dance; Kaivara which is Prakrt for Kavi- 
cara, the Sanskrit name given by &arngadeva, is an eulogy on 
Sabhapati or the hero whoever he is. The third item called Ghar- 
ghara-vadya is an elaborate one ; the S.S.S. gives a brief definition 
of it in a single verse but it really comprises seven (according to 
N.R.) and six (according to S,R .) sections ; as 1 have pointed out in 
the footnote on p. 2C9, Verna and Kumbha follow Jaya. These six 
or seven are different ways of sounding the small bells on the legs 
of the Peranl, a special feature of this dance, with different 
kinds of foot-beats or without them. While Jaya says that these 
diverse ways of sounding the ghargharas could be with or without 
Tala (p. 209, £1. 46), ^arngadeva states expressly that they should 
all follow the Tala (VII 13\4) which is of courses matter of greater 
skill and practice. Comic effect is part of this dance. Already we 
noted that the S R. mentions a preliminary display of comic move¬ 
ments by the Atta-bodaka. The fourth Anga called Vikata or 
Vahada. Jaya and Par£vadeva say, consists of the putting on of the 
make-up of monkeys, goblins, etc. and the imitation of their gaits 
and fantastic grimaces of parts of the face, of the abdomen, of 
the arms etc. 

S.S.S. p. 73, £1. 218' 

Rig: I 

N.R. p 211, sis. 56-57. 

The last item is the singing of songs, pita. The S.R. devotes 

/ 

some more attention to this dance and sets forth further details of 
Raga, Tala and kind of instrumentation and order of the dance as 
intertwined with these (see its Peranlpaddhati, VII, 1316-1325). The 
S.S.S. also gives its own description of the Peranlpaddhati (pp. 73-4, 
£ls. 220-222, 227-232). 


1. See above'pp. 20, 26 Introduction, reference to these Vikata dances in 
PanditrSradhyacarita. 
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The PeranI is thus, like the Gondall, a mode that grew up in 
western Indial and the Deccan and naturally dance-texts which 
were written in other parts of India and .did not consult works 
like the N.R. or S.R ., properly did not have a correct or complete 
conception of the PeranI. For example, the Sangltaddmodara2 of 
$ubhankara, the Sangitasarasangraha} of Ghanafyama and the 
NQtyamanorama 4 of Raghunatha Rath, all belonging to East India, 
give an inadequate single-verse description of PeranI as a dance full 
of play of limbs and little abhinaya. 


PeranI—details of performance : 


NR. (pp. 208-11) SSS. (p. 72-4) 

1. Nrtta Same 

9 

2. Kaivara ,, 


SR. 

Omitted 

4th 



4. 

5. 


Gharghara ,, 

7 sub-angas: But further 

Cavada, Padivada, angas of this 

Rundha, Siribhira, not given. 

Khaluhula, Alagna- 
pata, Siripiti 


1st. Only 6 limbs here, 
omitting Rundha. 
Also slight diffe¬ 
rences in the Prakrt 
names of the Angas. 


Vikata or Vagada 


2nd Visama and 
3rd Bbavasraya 


Gita ,, 5th 

Other details in S.S.S. and S.R. compared : 


SR. VII. 1316-1325 

Deep Vadya sounds 
RigonI uttavana in slow tempo 
(Nissarutala). Then Rigonl-upa- 
£ama. Enter first Atta-bodaka 

t • • 

1. See above p. 28, Introduction; the Basavapurana relates it to 

Saurastra. 

• • 

2. Calcutta Sanskrit College edn. p. 69 

3. Swami Prajnanananda’s edn., Calcutta, p. 66. 

4. Orissa Sahitya Akadetni edn., p. 61. 


SSS. (p. 73, sis. 220-2, 
227-232) 

Vadya: Samahasta 
RippavanI 
Pada 
Vesara 






SSS. (p. 73, £ls. 220-2) 

Tuduka-vadya 
Pa(Pra)harana 
Gita : Melapa (Suddha) 

&uska 

Pratirupaka 

Patakarana 
• • 

Bandha 

Kaivara 

Varnasaraka with Pata 
• • 

Prabandhas 

(Salaga,) Talas: Dhruva 

Matta, Nissaru 
• • 

Candanissaru, Addatall, 
Rasaka, Ekatall. 


SR. VII. 1316-1325 

and other Perani; Tala Garugi, 

or Sarasvati-kanthabharana on 

• • • 

drum in low register. This to 
accompany the sounding of the 
bells (gharghara) in Capadapa 
etc. as given above. 

Varnasara 

Kavita to be sung and danced 
in Nissarutala. Sllaga-suda-nrtta 
Vahanl 
Praharaaa. 


PREMKHANA 

m 

Prenkhana is mentioned along with Perana by JSya and 
Par^vadeva, but not by Sarngadeva. ParSvadeva gives De£i as 
comprising the four forms Perana, Pekkhana, Gundall and 

i 

Dandarasaka: 

• ■ 

S.S.S. p. 66, i\. 128. 

Later, on p. 73, verses 223-4, the order of instrumentation-details 

are set forth for Pekkhana: Jhankara, Ghallana, Vadya (?), Kavita, 

Antara and Avajha-malapa. Jaya’s is a slightly more elaborate 

description (215. 61s. 77-9): Jhankara with Alapa and without Tala, 

Ota in between Pada and Rupaka, Kavita, Avaccheda, Malapa and 

Praharana. Jaya describes also the general nature of the dance in 

Pekkhana; it consists of Utpluti-Karanas. Bhramaris, and Carls 

and Mandalas which are Uddhata. From this, Pekkhana is seen to 
• « • 

be a forceful dance specialising in jumps and wheeling movements. 
But how this dance came to be called Pekkhana. Prekkhana, or 
Preksana in its Sanskrit form by which also it is referred to by Jaya, 
where and how it arose, all these details we are not able to gather 
from the texts. The Sangltamukt&vali ofDevana has a description 
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which enlarges its music, theme and its performing personnel to 
include both men and women. 

P. 10, pt. 2, Tanjore Transcript. 

In dancing the above-mentioned forms, Gondali, Peranl and 
Penkhana, Jaya speaks of the different ways or styles, paddhatis , of 
performing them and the Tala-variations, instrumentation, sequence 
and other details characterising each. He first speaks of the Dest 
paddhati and then the Suda which itself is of two kinds Suddha and 
SStaga (i.e. Chayalaga). sis. 75-76, 80-83. ParSvadeva also speaks 
of these p. 74, Sis. 2340-4. 


RASAKA 

The next form of Desi dance described by Jaya is Rasaka (£ls. 
84-97). This is a group dance of ladies numbering sixteen, twelve 
or eight, presenting different patterns woven by the members of the 
group. These patterns are called Pindi-bandhas and these come 
down from the time of Bharata. In the IVth chapter of the Natya 
&astra, in the description of the Purvaranga, Bharata deals with the 
Tandava and Lasya which are done to add beauty to it and make it 
Citra-purvarariga (Sis. 257 ff ). The Tandava consists of the Karanas 
and Ahga-haras, already dealt with. Then several Pindis are set forth 
by Bharata as reproduced by Nandin and other Ganas after seeing 
Siva’s Tandava and the delicate (sukumara) dance (Lasya) of 
Parvati. The Pindis were intended to represent symbolically 
different deities, and this representation was done by presenting the 
pose of the vehicle (Vahana), or the weapon (Astra) or banner- 
emblem ( Dhvaja) of the deity. For Siva, the Pindi is Aisvarl , 
representing Himself i.e as Abhtnavagupta elucidates, a representa¬ 
tion of Jsiva-linga : 

For Nandin, it is Pattasa, the weapon which he holds in his 
hand, that is shown as the Pindi. For Devi, it is her mount the Lion; 
Garuda for Visnu; Lotus for Brahman; the elephant Airavata for 



Indra ; the Fish for Cupid ; the Peacock for Kumara and so on. In 
this context. Abhinavagupta explains that Pindl is so-called because 
of the limbs forming themselves by bending etc. into different 
shapes (GOS. 1st edn. p. 170). The entry of women-dancers is 
taken up again after a few verses devoted to the setting of the 
orchestra i$ls. 286 ff.)- Here again the women-dancers are said to 
display the Pindl-bandhas. It is at this place that Bharata speaks 
{£1. 295 ff) of four varieties of Pindis. 

fqirgtai fetswrlfa *3531*: g faqftfifa lt II 

^3 553T3**fts*I I 

« 

sjsit; ) yrff & Kr ii 

3TF3tq*iqjT =3 5531 I 

Pinda is a formation by two dancers ; Gulma or &rnkhalika, 
chain, is formed by three; Lata, creeper, is by four ; Bhedyaka, 
obviously by more. Abhinavagupta explains further that the 
combinations may be homogeneous or heterogeneous; i.e. in the 
first, in the combination of two, the two dancers might form a 
pattern in which both of them hang like two lotuses from one stalk ; 
this is homogeneous, sajatlya . When one of them poses like a swan 
and another hangs from her like a lotus stalk, the two are not in 
uniform pose and hence this is vijatlya. The text in the printed 

GOS. edn. (1st as well as Und) is incorrect and is given here with 
some possible corrections : 

3^3t»3: 3**3*5rc3?3 33 rT^3?3:, Snmfoft 3f>3I55t3- 
3^*355g35533, 3T t^3q3qftqftcT3T553^3331 *JS3: 

&ET5TS33R3: 3^^333^3*3 I 33tsRl 3f%S3*?%*gc3T3 

f3&33i 333^ *n3?ft3^inrf)f3Ic3I 553I3?38J33333t33*3... I 

Some writers understood these varieties in a slightly different 
manner, Pindi itself besng taken by them as Gulma, cluster, the 
■others being £rnkhalika. Lata and Bhedyaka. See &aradatanaya 
who says in his Bhavaprakma (GOS. p. 246). 

SteWI&El 3c3R:— 

pm 33i3f!3m 3P33 I 
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A clearer description of these is given by £aradatanaya when he 
says that in Gulma the dancers come together, in &rnkhala they 
join their hands together and dance in a row like a chain, in Lata 
their bodies intertwine and in Bhedyaka, one is steadfast while out¬ 
side his or her figure, others dance in a group. 

US*: I 

*1*3% er 5KTT || 

Gulma is to be done in the slowest tempo; &rnkhala in a slightly 
quickened pace; Lata in medium tempo; and Bhedyaka in the fast 
or fastest. (N.$. IV. 289-290; Bhavaprakasa p. 246) 

These patterns were not achieved without mechanical aids; 
yantras t seats etc., referred to as yonis t were employed. 

rafijsn qtft: i 

fifarwfaTCTOT stqtrRsq: smtacxfa: || 

N.$. IV. 290-1; Bha. Pro. p. 246. 

See also pp. 588-9, my Bhoja’s Srngara Prakata (1963) section 
on Nrtta-Lasya. 

Jaya takes Pindl as defined simply by Pindana; according to 
him, Gulma or Gumphana goes with &rnkhala. 


There are many additional noteworthy particulars mentioned by 
Jaya : Firstly, Java speaks of expert male-dancers also participating 
in this. He speaks of the dancers’ dress too : Saree, shorts, cotton- 
wear on the body, hair in a bunch or plait, or dress according to the 
region. The third detail spoken of by Jaya is the method of the 
entry of the dancers : As the instruments are being played, the 
dancers, executing the same Carls, should enter in pairs, from either 
side. Jaya waxes eloquent over the beauty, youth and alluring 
qualities of the dancers and in their flashing movements, he 
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compares them to lighting. Carcari-songs in diverse Ragas suited 
to the season or De£l songs and the Abhinayas of their meaning by 
the dancers are also mentioned. They enter and go out and enter 
again and while dancing, sound the rhythm by snapping their 
fingers, or by striking each other’s palms and form manifold 
patterns. 

This is Rasaka according to Jaya and he compares the dancing 
ladies to Gopls, thereby indicating a relation to the Rasa dance of 
the Gopls with Krsna. The name Rasa may be due Rasa or to 
Rasa-tala; according to the S.R ., a Suda-song was called Rasa by 
reason of its Rasa-tala or Rasaka and Lasaka may be doublets, the 
former being a rhotacism for the latter. It is clear that Jaya fully 
follows in his description of Rasaka, Bhoja’s description of it in his 
Srng3ra Prakasa. See my Bhoja's Srhgara Prakata (1963) p.56; 
Bhoja’s words are more or less reproduced by Jaya; Bhoja also 
mentions 16, 12 or 8 dancers, Pindi-bandhas etc. Jaya has combined 
part of Bhoja’s description of the next type Natya Rasaka with 
Rasaka. 

According to Abhinavagupta, Rasaka employs a variety of 
rhythms end the number of dancers go up to 64 ( Abhi . Bha. 
GOS. I. p. 183). 

Carcarl 

According to Bhoja, Carcarl is otherwise called Natya Rasaka . 
By saying at the outset Jaya too means that Rasaka, 

described just before, itself becomes Carcarl when the dancers enter, 
singing Carcarl songs in Varna-tala or Dvipadl songs, portraying 
Srhgara or Vira Rasa and describing ihe season (spiing)and the 
patron-King’s qualities. The dancing comprises circular movements 
which is a characteristic of Rasaka. The description draws clearly 
on the Ratnavali and on Bhoja’s description in the Srngara PrakaSa. 
See my Bhoja's Srngara Prakasa (1963), pp. 562-3. Indeed Bhoja’s 
description is very elaborate, and as already pointed out, part of 
it is joined by Jaya to the description of the main Rasaka. Of both 
Rasaka and Natya Rasaka alias Carcarl , circular movement is 
essential; and Carcarl is definitely a spring dance. 

Jaya VII. 99 


19 
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Natya R Osaka 

While Bhoja, as noted above* would call Carcarl itself Natya 
Rasaka, Jaya would give the latter as a further De$i form different 
from Rasaka and Carcari. The season for this too is Vasanta but 
Jaya seems to see distinction in the feature that in this* the words of 
the song are interpreted in padar f ha-abhinaya style : 

VII. 100. 

In Rasaka however, as Bhoja seems to say, there is to be only a 
general representation of the theme or the over-all idea, in 
vokyort ha-abhinaya style: 

f^ftr .i 

si .ii 

$r. P/a. Madras Ms., Vol. II. pp. 425-6 


Jaya mentions songs in Hindola Raga (VII. ICO— 

I This feature 3arngadeva gives for Carcarl itself, S.R. IV. 292-3 
Tint fester ; etc. See my Bhoja's Srhgara Prakasa (1963), pp, 
566-7. 


Danda Rasaka 

■ a 

The next dance described by Jaya in this Rasaka-series is Danda 
Rasaka , i.e. the same as described above, but done with short sticks 
in the hands which the dancers strike to keep the rhythm. It is the 
same as the Kdl-attam of the Tamil region. Jaya devotes seven 
verses to it and Par£vadeva a few more lines. 


The sticks or Dandas used are short, cok ured ones made of 

mm 

wood of Arjuna or other trees *, or adds Jaya, instead of two 
Dandas, a fly-whisk (Camara) or a dagger along with one stick, 
according to the regional practice, could be held in the two hands. 

31 I 

S5T cTrltsfowllffiT: II 


VII. 104. 
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The movements are to keep to the instruments and their rhythms 
and should involve those to the right and left as also circular ones 
with sticks brought together at specific points in the course of the 
rhythmic movements. Parivadeva adds the names of a number of 
Tala-instruments that are used in it, cymbals, bells (big and small), 
pataha, hudukka, mrdanga and karata. 


On the mode of entry, Jaya says that eight of the dancers may 
first enter; and gradually, by the addition of batches of four, the 
number may go to sixty-four, formed into two rows. ParSvadeva 
however, starts with two at the first entry, these being augmented by 
pairs one after another, till eight pairs are formed in two rows 
facing each other or with their backs to each other. 5.5.5., TSS., pp. 
24-5. see my Bhoja*s SrngHra PrakQfa, pp. 564-5. 


Sivapriya 

As its name shows, the Sivapri) a, found also in Kumbhakarna 
in the same terms as in Jaya, is a &aivite dance, done by &iva- 
devotees during Siva-fesiivals. Trumpets, drums, cymbals, 
particularly the Kirikiti are played in it. The kirikiti is mentioned 
also as Kirikittaka and $ukti-\adya and described by Sarngadeva 
(S.R. VI. 1198-1200). It is a large metal shell, three inches broad 
and two and a half cubits long, looking on the whole like a serpent; 
in its hollow, it is uneven, being marked by lines or furrows and a 
horn-like piece, Kona , is rubbed to produce rhythmic sounds. Jaya 
.says that these Kirikiti instruments, looking like serpents with 
spread-out hoods, are held by the dancers on one hand, with the 
playing Konas on the other. The dancers are dressed like &iva- 
devotees with holy ash and Rudrdksas all over the body and 
comprise men and women. The songs are on J>iva and the 
movements are in two rows facing each other or in a circle. 


gfeara: to i 

VII. 108-9. 



Cintu ( Cindu) 


The next Deft form in Jaya, Cindu Nrtta , is found described in 
other works like Sangltaciniamani of Vema, which draws upon 
Jaya, the San gitadarpane of Damodara and the Sangitamuktavail of 
Devana. It is a South Indian mode, Cindu being a song-type in a 
Dravidian language. 

fsrcrtfeFjjsM;: it 

* * * 

VII. 114. 116. 

Apart from the song and instruments, a noteworthy characteristic 
of Cindu is the rhythmic swayings by the dancing women of their 
breasts, arms and hips, which as noted above, is the DeSi Lasyanga 
called Kittu. 



The description in the Sangitadamodara, beside mentioning 
the chief detail of Cindu-songs in Dravidian language, speaks of the 
dancers carrying tridents, Trisula, in their hands and of the dance 
itself being of two main kinds, Vidacindu and Kalacdri {p- 222. 
Tanjore Sarasvatl Mahal edn.). The Sangitumuktavnli of Devana, a 
South Indian work, familiar with Telugu-Tamil areas (Tanjore 
manuscript p. 113) gives Telugu or Tamil as the language of the song 
and devotes some detailed attention to the song and the rhythmic 
crescendo, the Kalasa, to be danced here. 

The Cindu was being practised till very recently in Andhra desa 
by village communities as part of the festivals (Jatra) of village 
deities. Processions were taken out with Pataha or Tomtom (called 
Tambatta) and the singing of Cindu-songs. It was not unusual for 
some communities to use the Cindu dance and song as an offensive 
against another local community by making them the subject of the 
Cindu songs, couch the songs in obscene terms and take out effigies 
of that community as part of the procession. Local not and legal 
action resulting from Cindu used to be reported in the Press.l 

1. On 8th January 1935, there were in Kurnool and Cuddappah Districts 
riots caused by Cindu dance and suits in Munsiff’s Court against its performance 
and these were reported in the Hindu of August 16, 1935. 
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Kanduka Nrtta 

The next dance described by Jaya is playing with the ball, 
systematised into a dance. Kanduka-khelana is an old pastime which 
is featured in Act II of the Svapnavasavadatta; from the Tamil 
Brhatkatha, we learn that it figured much in the stories of Udayana's 
love-marriages. 

As an elaborate dance, it is described in chapter VI of the 
DaSakumaracarita, in the story of Princess Kandukavatl, an expert 
in the dance with the ball as her name signifies. The Kanduka* 
nrtya is done by this Princess on the day of the Krttika each month 
to propitiate Goddess Vindhyavasini. Such was the command of the 
Goddess by whose grace she was born to King Tungadhanvan of the 
Sumha Country that till she got her appointed bridegroom, she 
Should perform this Kanduka-nrtya every Krttika in Her shrine. 
According to Dandin’s description, this was danced on a platform 
and beating the ball and catching it, the Princess executed steps in 
different rhythms and patterns, starting with medium-slow tempo, 
then quickening her pace, and then with quick forward and backward 
movements called curnapada. In explainiag curna-pada, it is interes¬ 
ting to note that the commentary Padacandrika quotes a treatise 
called Kanduka-tanlra on the art of playing with ball. In the beating 
of the ball, Dandin refers to soft and violent strokes, mrdu andamrdu 
praharas, and as the ball bumped up on the sides or straight in front, 
the Princess dexterously used either hand in dealing with it. A further 
technical element introduced by Dandin at this stage is that after 
striking it severely and allowing it to go high, the dancer did Gita- 
marga, which, from its name, seems to mean that in the time taken 
by the ball to touch the ground again and come up, the dancer did 
some singing. But the commentator says that Glta-marga is taking ten 
steppings : ‘^rq;^|$sh*fG| fag:’ ffe I We may 

assume that this taking of ten steps was done, not mutely but with a 
bit of singing. 

The ball was sent up in every direction and while sending it, 
she moved about in a variety of poses of legs and hands, 
Karanas, which were sweet to see Because 

of the speed at which the ball was being hit on all sides, 
she had to spin fast, round and round, executing Mandates, 
appearing to create round her a cage. Other technical terms used 
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for her movements are Pancabindu-prasrta and Gomutrika ; the latter, 
also called, according to the gloss, Satahrada or the lighting 
movement, is a wavy gait, but the former is obscure. There is 
frequent bending of the body up and down ( avanamanonnamana ) and 
the display does not come to an end before the Princess executes still 

further intricate playing, using more than one ball. 

The variety of movements found in Dandin’s description is seen 
also in that of Jaya who speaks, in Kanduka Nrtta, of the move- 
ments in designs of lotus, wavy line (gomutrika), snake and wheel, 
to the accompaniment of the appropriate rhythms on the instruments. 
The accompaniment, Jaya says, may also be provided by songs, 
used in other forms of De£i-dance. Jaya describes the Kanduka 
Nrtta as a group dance having several ladies. The balls, he says, 
might be of metal or wood with small round metal pieces inside to 
make them resonant during play. The employment of several 
dancers is to have the ball bandied about among them. The 
throwing and the catching of the ball involve movements and while 
moving, the Carls, Gatis and the L&syangas are to be displayed and 
it is this that lifts up the game with the ball into a dance. 

Bhandika Nrtta 

• 9 • 

This is the dance of clowns, Bhandas, who shout and cry and 

make all sorts of noises of birds, and animals, ass, dog etc., and 

execute movements imitative of the lame, the stunted and children, 

and animals like monkeys 1 . They indulge in undignified words and 

acts, dwarf their limbs in their movements and themselves laugh. 

As the instruments are played, they keep the rhythm by uttering the 

rhythm-syllables by mouth or by clap of palms. This dance is 

intended to be comic and divert the King when he feels dull. 

% 

m 

Gkatisa-stn Nrtta 

m • 

The name of the next DesI dance described by Jsiya is not clear. 
In the text it is found as Ghatisani and in the colophon Ghatisi-srl. 
As I have explained in the footnote on p. 224, Ghatisa or Ghatasa 
or Ghadasa is a variety of the instrument Hudukka2 which is 

• W 9 

prominently played in this dance, as the very opening lines of its 
description show. Ghatisinl or Ghatisi-stri may then mean the 

1, For another description of such imitations, see P. Somanatha's pp. 
23,24 above. Introduction. 

2. For a detailed description of this drum see S.R . IV. 1087-90. 
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woman with the Ohatisa ; if it is so, Ghatisi- 51 */ may be a corruption 
for Ghatisi-j/rz. 


This woman, who is the dancer here, is a Candall and a sweet- 
voiced singer, reciting songs of philosophical import, Carya-padas. 
The subject of the songs is the God of the hunters, £iva in the form 
of a Kirata. She herself carries on her shoulder the Hudukka on 
which she keeps playing and is surrounded by singers, male and 
female, flutists, drummer and beater of cymbals and the drum called 
Karatal. The dance-movements here should be soft and graceful. 
While this is mainly a lady's dance, a male may also perform it. 


Car ana Nrtta 

0 » • 

This is a dance-mode from Gujarat, which men and women of 
the ministrel class do. The main characteristic is the circular move¬ 
ment, MandalQvrtti ; women throw over their heads the ends of their 
garments, like a veil; the characteristic song of this dance is Dohaka , 
derived from Dodhaka metre and because of this, as I have 
mentioned in the footnote on p. 225, Kumbhakarna calls this dance 
Dohaka-nrtta There is instrumention, recitation of jatis or bols 
by mouth, and among movements, besides the group going in a 
circle there is to be also individual Bhramarls, along with hand- 
movements ; steppings are to be forceful, though on the whole the 
style should be lalitoddhata, partly soft and partly forceful. 


This dance seems to have been described also in a work called 
Vamadeviya for we find in Laksmidhara's Srutiranjani commentary 
on the Glta-govinda the following quotation : 

?)cTT I ' 

p. 9, Tanjore ms. 

Without dealing separately with a dance-form called C&rana- 

nrtta, S.R. describes a Carana (VII. 1329) as an adept in music, in 

Kinkinl-vadana and associated with Vikata-nartakat. 

• • 


1. See S.R. VI. 1078-1085. 
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\ Bahurupa 

This dance is described in several works. As noted on p.225. fn., 
the Sangitamakaranda, the Sangltasara, the Sangltakaumudl, the San- 
gltanarayana and the Sangitadamodara speak of it. This is also 
surviving to this day in some form in certain parts of India. 


According to Jaya's description, it derives its name from the fact 
that it is the representation of a variety of characters of the world. 

t 

It is thus a form of popular drama. The dress of each character- 
type, the acts and speeches appropriate to each, and indeed the 
imitation of the language of each, endow it with its realism. The main 
Bahurupa-player is to be a quick-change artiste, versatile, and 
capable of speaking different languages; he is to be assisted by 
others, men and women. Jaya says in the end that Bahurupa 
troupes are prone to present lower types involving unbecoming 
actions and speeches and disapproves of such lower varieties. 

For Somanatha’s reference to it, see above pp. 20, 22, 
Introduction. 

In all the works produced in eastern India, the Bahurupa is 
described in a single brief verse as a variety of Tandnva dance, which 
seems to be too wide of the mark. Such is the case with the Sangita- 
damodarat, the Natyamanorama2 and the Sangltasarasamgraha,3 
where the Sangltakaumudl and Sangltasara are quoted. 


In South India, particularly in Andhra and Tamil regions, what 
survives as Pahal Vesam or Pagati Vesamu corresponds to Bahurupa. 
The name means Day-time Impersonation, and it consists of a single 
gifted actor or a pair of them, with a woman, coming to a town or 
village, dressing themselves each day as a particular type of character, 
going round the village or town enacting an episode depicting that 
character and after a series of such representations, going to another 
village or town. I have seen very effective portrayals, from the points 
of view of dress, speech and action, of this daylight play. 

» 11 M ' ''' ' ' n ' r1 '~ ' ~ " 1 —-I-. ' 'I "■ — - __ 

1. See p. 69, Calcutta Sanskrit College edo. 

2. P. 61, Orissa Sihitya Academy edo. 

3. Svami Prajhanananda’s edo. pp.6€*7. 
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Kollata Nartana 

This is an acrobatic dance consisting of walking on a high rope,, 
poising, swinging or wheeling round on a high pole, escaping 
unhurt through sharp swords brandished about, lifting heavy weights- 
and executing high jumps. These feats are accompanied by a large 
variety of drums, trumpets and cymbals. 

&arngadevu does not describe separately a dance called Kollata,. 
but he describes a Kolhatika as such with more or less the same 
details as seen in Jaya’s work,—as one capable of weight-lifting,, 
adept in pirouette and other movements, in walking on rope, in 
dancing with knives and in moving through an array of swords. 
(VII. 1330-1). 

These acrobatic dances with swords etc. used to be exhibited till 
recently in the South, by adepts in it on the Vijayada£ami day at the 
end of Dasarah ; the dance on pole and rope used to be done by a 
class of fallen people called Dombas whose historical association with 
music and dance is known from literary references and the Uparu- 
paka variety called Dombll. A band of them, women and children, 
with ropes, poles, and their drums used to roam about, and set up at 
the street-end their posts for roap-walking and perform all the feats- 
mentioned above. In Tamil, they are referred to as Domban-kuttadis, 
Domb dancers and acrobats. 

With this Jaya’s description of De£l dances is finished. 

SOME GENERAL SUBJECTS 

The remaining part of Ch. VII of the N.R. is devoted to the 
description of the dance-master Nartaka (165-71), of the leader of 
the instrument-group and the one next to him, Mukhari and 
Pratimukharl (172-8), of the instrumentalists as a group, Brnda (180-2) 
and the leader of the vocalists, Mukhyagayaka (182-8); while speaking 
of the last, Jaya says that, endowed with all the qualities and 
equipment of the chief male vocalist, there should be a lady singer 
too, as the lady’s voice has a natural sweetness of its own. After 
setting forth the qualities which the vocal group (gayaka-brnda) 
should possess (189-91), Jaya says that the vocal group may even 
consist entirely of women. 2 

1. See my Bhoja's &rhgara Praka&a (1963) p. 568. 

2. This is repeated in the nest chapter (VIII. 53), 
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The orchestra or music accompaniment is described further under 
the heading Samudaya (ensemble), referred to also as Sampraddya , 
the tradition or practice as handed down or as prevalent among the 
artistes (193). The largest ensemble, called Uttamottama consisted 

of 84 members; 64 constituted the Uttama ; 32, the Madhyama ; 24, 
the Avara, 16. the Kanistha (194-5). Any group numbering more 
than the first, 84, becomes too loud for the stage, a Kolahala , and 
should be used only in festivals and processions (196). 

The Uttamottama of 84 is thus made up ; Mukhari and Prati- 
mukharl 2; Mrdanga-players 32; Hudukka-players 4; players on 
De$I-pataha 2 ; Karata-players 2 ; time-keepers 2; those with cymbals 
$ ; flutists 2; Otukarasl 4 ; Conch-blowers 2; Kahala-blowers 4 ; chief 
women-singers 4; supporting women-singers 16 (197-201). These 
numbers are less and less for the smaller ensembles (201-211). 


The Theatre 

With the Theatre, Jaya’s text comes back to Bharata and the 
text of the N.§. Ch II on the three types of play-houses is followed 
by Jaya. I have dealt with this subject^ already and here attention 
need be drawn only to the noteworthy points in Jaya’s treatment. 
On the three houses, their names, shape, demensions, the three 
sizes, large, middling and small, the comparative merits and defects 
of these and the preference for the middle size, - on all these Jaya 
reproduces Bharata. See Notes for the detailed correspondence 
between the two texts. An important point to which I have drawn 
attention in the footnotes on p. 238 relates to the RangaSirsa (verse 
219). There is a controversy among scholars as to there having been 
two separate parts of the Stage called Kangapltha and Ranga£irsa. 
I have been expounding the view that there were two such parts. 
It may be noted in this connection that Java mentions only the 
Rangasirsa. For dances in which large numners have to participate 
like the Kasaka, Jaya desires a Stage with a larger d .nension for the 
Rangasirsa. A measurement of 8 cubits is provided as the distance 
between the Rangasirsa and the chief spectator, the King (220) and 

1. On the meaning of this, see Notes. 

2. On these three types, see my articles on Theatre-Architecture in Ancient 
India, Triveni IV. 6, Nov-Dec. 1931; V. 4. Jan-Feb. 1933; and pp. 134-161 in 
Theatre of the Hindus , Susil Gupta, Calcutta. 
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a storey hidden with curtains (224) is also mentioned, evidently for 
such of the ladies of the Court as are not to be seen in public ; for 
later, in the next chapter (Vlll. 15), Jaya says that according to 
some, the Queen is to sit on the left next to the King but according 
to the learned authorities, she should not be seen in public. The 
rest of the account of the Theatre is taken up by the furnishing and 
decoration. 

The chapter ends with an enumeration of the qualities and 
qualifications of the Sabhapati and Subhyas, the King or the patron 
and the audience. Regarding these, Jaya sets forth the same high 
standards laid down by earlier authorities. The next, the final 
chapter specifies in detail the seating arrangements for the various 
members of the Court and adds a large number of further interesting 
details about the furnishing of the hall from the point of view of 
beauty and auspiciousness. Attention is invited to the footnotes 
there, as well as the Notes at the end, in which 1 have explained 
some of the more noteworthy points here regarding persons 
or seats or modes of dress and make-up. The positions of the 
different members of the orchestra and where each should sit on 
the stage are then given (48 ff). 

In the description that follows, two details are to be noted 
from the point of view of the Stage. One : According to Jaya, it 
appears that before the actual dance starts the danseuse stands on 
a raised platform on the stage, obviously at the centre, at the back; 
this elevated place is given two cubits breadth and one cubit height 
(£ls. 67-8) and the danseuse is said to shine from here like a celes„ 
tial damsel from a Vimana. This raised platform is said to have 
four pillars with a canopy above. It cannot be definitely stated 
whether this was used by the danseuse as an actual dancing platform 
on the stage-floor or merely an elevation where she stood before 
the dance started and front which she got down to the ground below 
for the actual dance. The latter se^ms likely as the dimensions of 

i 

this platform are too small for actual dance and the imagery of a 
celestial damsel in the Vimana suggests a mere resting place from 
which she descended to the stage proper for the dance, ( Ranga - 
avatarana). Another: the curtains. In front of the danseuse thus 
standing, there are to be three curtains, or sometimes more accor¬ 
ding to one’s fancy. These curtains should be richly embroidered 
and are to be eight cubits by four in dimensions. They are to be 
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held at their ends by pairs of beautiful ladies, i.e. just as they are 
held in Kathakali and other surviving forms of traditional dance- 
drama. These three or more curtains held in front of the danseuse 
are to be removed one by one at different stages of the preliminary 
music; the first one goes just before the Puspanjali or ‘offer of 
flowers*. The third or last of the curtains seems to be specified as 
a transparent one, through which the danseuse could be seen, 'like 
Laksml appearing out of the milky ocean.’ (sis. 72-76). 

The dress which the danseuse puts on is of interest, as today 
one is often asked about this and there are experimentations as to 
the most suitable wear for Bharata Natya. In the course of his long 
and high-flown description of the danseuse and her make-up 
(31s. 34-37). Jaya specifically mentions her dress. She is to wear a 
close Ardhoruka, or half-drawer which is twice mentioned (iIs. 43, 47). 
In the first mention, it is said that the thighs are to be seen for the 
correctness of the poses in Carls, Karanas etc. and for this purpose, 
the danseuse should wear an Ardhoruka and over and above that a 
transparent apparel (sis. 43-4). The close pyjama and the sari tied 
over it upto a little below the knees, providing for some clear view 
of leg-poses, which later developed as the traditional costume of 
the nautch dancers, thus go to the older Ardhoruka and transparent 
wear over it. The dance-sculptures also show a dress like this. 
Going further back, it may be recalled that in Kalidasa’s Malavi- 
kagnimitra, the poet makes the judge Pandita KauSiki say that the 
limbs should be seen as to their correct poses and positions and the 
dancers might appear in dress suitable to this requirement. 

3^5*31 Act 1. 

Jaya adds that pearl-garlands and other ornaments which are 
not closely attached to the limbs should not be used much ($1. 47), 
as these would interfere with the free movement of the limbs. 

Kharvatd 

As I have stressed elsewherel, one of the ba c; c essentials of 
dance which should not be neglected during training is the 

lowering of the body a little at the hip so asjto make the slightly bent 

> ' ' J ' — ” *■ ‘ 

1 . See my paper on Bharata Natya in the Dance Seminar of the Sangeet 
Natak Akademi, Delhi. 
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thighs form a rhombus. In South Indian dance parlance, it is referred 

to in Tamil as mandi. This is the characteristic stance which we find 

• • 

in all the dance sculptures and it is on this pose as the base that 
other movements are set forth in texts and executed by artistes. This 
lowering, the resultant pose of which adds its own beauty to all other 
poses, is referred to by Jaya as Kharvata. First Jaya emphasises its 
along with Sausthava and as forming part of it. Ch. Ill, verse, 
97-101. The extent to which the Kharvata should be, is given by 

r 

Jaya as 4, 8 or 12 inches (verse 101). Later in Ch. VI verses 123-5, 
when describing the De£l Lasyangas or the points of excellence in 
the performance of the dance, Jaya again speaks of this Kharvata, 
this time also as part of the first requisite Sausthava. He adds here 
(verse 125) that the option of 4, 8 or 12 nngulas for the lowering is 
mentioned to take into account the divergent regional practices, but 
any further lowering beyond this 12 will spoil the beauty of 
the art. 


The Sahgitamuktavali of Devana calls this Tuhga-namra and the 
Tamil dance text Bharatasamgraha of Aramvalattanarl says that in 
this lowering, the distance measured between the nose and the 
navel should be the distance in between the two bent knees. 

Rahasya 

or the teacher’s last words of instruction to the danseuse- 
pupil. 

At the end of the section of the training of the danseuse, Jaya 
has a few verses (VII. 14-20) emphasising the most essential things 
which give to the dance its life, so to say, and form the secret of 
the success or beauty of the performance. Jaya says that when 
the course of training in music, instruments and dance has been 
gone through and the danseuse has attained mastery over them, the 
teacher shall impart to her what cannot be learnt by mere exercises 
or practices. Firstly, the music and its shades are to be underlined 
by the limbs (angas) by appropriate sways and movements of the 
limbs ; the feelings are to be depicted by the looks or eyes ; the 
actual meanings are to be shown by gestures of the hand and the 


1. Edo.. Annamalai University. 1954. 
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rhythm-syllables by the feet. This is more compactly put in the- 
well-known dictum in the Abhinayadarpana that the song should be- 
sustained by the throat; the ideas are to be shown by the hands 

and the feelings by the eyes ; and the rhythm is tobekeptbjr 
the feet. 


terra <Jrairai ti 


The second point in Jaya is not quite clear, owing to the 
unsatisfactory text; but it seems to stress that the instruments should 
accord with the song, the song with the elements of the dance, the 
feet and hands, and the whole dance should be a concerted display of 
all these three, instrumentation, song and dance. 

The third point is that to infuse life into her performance and 

to get a sense of living through the feeling of the songs which are 

interpreted in gestures, the danseuse should imagine or see in the 

patron or King in front the lover whom she is addressing with tho 
song and abhinaya. 


The fourth point is that as a capable artist, the danseuse should 
watch as she goes on with her performance, what element in the 
dance the audience likes and concentrate on that and display that 
more and more. 


The fifth point is that when expounding a song through 
abhinaya , the danseuse should bear in mind that the eye, the mind 
and finally the Bhavas and Rasas successively follow the hands which 
show the ideas or padarthas. This is more clearly stated in the well- 
known verse in the Abhinayadarpana: Where the hand is, there 
follows the eye ; where the eye goes, there the mind follows; where 
the mind is, there the Bhava and Rasa are: 


*ra: ^ra^rat to: ii 
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The Disposition of the Orchestra (VIII. 48-52) 

On the right of the danseuse, the Mukhoril is to sit in the fore¬ 
ground. On his left are to be the players on the Mrdanga-drum, 
as also next to them the other players on Mudukka, Conch, Deft- 
pataha and Karata; next to them the blowers of Kahala and beaters 
of cymbals. At their back is to be the Pratimukharl and bis 
■supporting musicians are to be on the left. At the back of the 
danseuse are to be the two chief lady singers ; and on either side of 
them, those with cymbals and the supporting lady singers. 


The Recital and its beginning (VIII. 54-76) 

First, the flutist intones in the middle octave the AiiiSa note of 
the Riga to be sung and the instruments get tuned to this. Then 
when the musical sound, nada, fills the atmosphere, the drummers 
play ‘ Samhasta ’ (VII. 22-3); the deep sound which comes from all 
the instruments, like that of a rumbling cloud, is for the sake of 
removing impediments on the stage and securing auspiciousness and 
prosperity for the patron. This is perhaps the same as the Mayuri 
Marjana, resembling the rumbling of the cloud, described by Kali¬ 
dasa as a prelude to Malavika’s dance(I. 21). It is called ‘Samhasta* 
here, as according to Jaya, both the hands simultaneously strike the 
faces of the drum vigorously. This is to be followed by a series of 
playing on the instruments compositions intended for them, Vadya- 
prabundhas, ‘ Jodani ’ on the Hudukka-drum, etc. ; and then other 
drums join one after the other (VIII. 57). The playing slowly waxes 
into greater elaboration and starting softly, it grows in volume and 
vigour. Then 4 Praharana’, another Vadya-prabandha, is played. 
As all this is pure instrumentation, without any vocal music, all this 
is called Suskavadya. 


All this time, in the Stage, under a canopy on four stapds, on a 
small elevation, the danseuse is standing, behind the curtains held by 
girls. At verse 76 there is an unindicated gap and the actual beginning 
of the dance proper is lost. The text, as it follows here, goes 
abruptly to the honouring of the dancer and others which comes at 
the end of the performance. 

1. The leader of the drum-group. According to S.R., the drummers in the 
orchestra are of four kinds, Vddaka, Mukhari , Pratimukharl and OTtanuga. 
VI. 1039-1064. 
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The gap can be covered up in a way, by the earlier description 
of the Paddhati or the proper way of learning (&iksa) and of the 
beginning of the recital in Ch. VII. i\. 21 if. the Suddha and Vicitra 
Paddhatis. According to that context, after the preliminary instru¬ 
mental music, the danseuse enters, with ‘ Samdamsa-hastn ’ and 

' Samapada'. Then her left leg should do the Nikuttcika action, 

* • 

pressing the toes and lifting the heal, as for striking the ground 
with it. 


Then follow alternating each other, instrumentation, singing 
and the recitation of rhythm-syllables. The Talas are varied and in 
th eCitra-paddhati, the style which has greater variations as contrasted 
with the Suddha-paddhati or the simple style, the danseuse dances for 
the rhythmic-syllables (vsdySksciras) played on the instruments. 


Apart from the two styles of opening the dance-recital and 
starting on the first piece of actual dance, the Suddha and Citra 
Paddhatis mentioned above, Jaya sets forth a Desi-paddhati too 
(V11 69-76). In this, after the instruments of the orchestra have 
been mutually tuned properly and Samahasta has been played, Yati 
and Praharana, two Tala - compositions, are to be played; and 
after this, the danseuse is to make the flower-offering, the Puspanjali, 
This Puspanjali corresponds to the opening item called Alarippu 
in the South Indian dance-recital. This is followed by some more 
instiumental compositions, Rigavani (Rigoni in S R.) y Tunduka 
(Tuduka or Tundaka in S. R.), Yati and Praharana. Sometimes, 
immediately after Rigo(gho)ni, Kavita, Uttavani etc; may be 
played ; Kavita is the old name of what came to be called later 
Kavim and continues today under the name Sabda. This sequence of 
instrumental playing of Tala and Vadya compositions is called 
Putila or Kutila 1 by some, and as the Puspanjali is 'o be done with 
this, it is also called by some (i.e. Parsvadeva pp. 52, 55) by the 
name Puspanjali itself. This style is followed particularly in the 
dance-display called Prekkhana or Preksana. In this dance, to the 
accompaniment of the different Tala compositions played on 
instruments and mentioned above, the danseuse dances with 
Utpluti-Karanas, Bbramaris, Cat Is and Mandalas — (VII, 
78-79). _ _ 

1. Sarngadeva uses the form Kutila ; in Jaya’s ms., it is found as Putila, 
but in Tulaja’s quotation from Jaya it is found as Kutila. 
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The Chief Court-dancer 

The Chief Court-dancer was a highly respected person. In 
VIII. 41, Jaya says that she comes to the hall on a gilded palanquin 
attended by women who carry parasol, fly-whisks etc. 

The King's Entry 

As the King or patron enters the hall, ladies with auspicious 
lamps inside golden vessels in their hands, receive him with songs ; 
and then with instrumental music playing Tala-prabandhas, Yati, 
Prdharana etc., and soft dance, they wave the lights before him ; 
and then the King enters into the dance-hall proper (VIII. 7-11). 

JAVA'S POETRY 

All through the work, Jaya shows himself as an accomplished 
writer. His mastery of language, capacity to work in easy and 
sustained &lesas and powers of description are evident. For elabo¬ 
rate and successful Slesas, the verses which introduce or close the 
topics of Carls (111. I, 68), Karanas (IV. 1, 243) and Aiigaharas 
(IV. 254) could be cited. Verse 83,p. 255 at the end may also be seen. 
His ability to describe concepts graphically is seen best in his 
presentation of the De$l Lasyangas (VI. 117-173). High-flown poetic 
description could be seen in the last two chapters where Jaya 
eloquently portrays the Patra t the danseuse and her endowments 
and describes her dress, the dancing hall, the curtains, the entry of 
the King and the entry of the danseuse. 

EVALUATION OF JAYA'S CONTRIBUTION 

In the different contexts in the Introduction, the importance and 
value of Jaya’s work have been shown. Attention has been drawn 
to his genius in understanding and interpreting Bharata ; it has also 
been shown how Jaya’s work is useful for the textual criticism of 
Bharata, Jaya even reading lines not commented upon by Abhinava- 
gupta (p. 155; see fn ). In incorporating post-Bharata material, his 

liberal attitude is in evidence. His thorough knowledge of Abinava- 
gupta and the help his text affords in construing passages in the 
Abhinava-bharati and in restoring its corrupt lines have been shown. 
How much we owe to Jaya for our knowledge of the traditions of 
Klrtidhara and Tandu has been particularly expatiated upon in the 
Introduction. The light which Jaya’s treatment throws especially on 


21 



162 


the Karanas in sculpture and the problem of correlating them with 
texts has been brought out in a very detailed manner. The most 
significant part of Jaya’s contribution lies in the De£i, the Deii 
Lasyangas and the description of different forms of De£l dances, on 
-all of which, in the absence of earlier texts, Jaya’s work, along with 
that of Parsvadeva, forms the most valuable source of information. 
In this respect, the work of Jaya is more important than that of 
Sarngadeva who gives only a few De£i forms and adds only 
.a few Desi-items under Cans, Sthanas and Lasyangas. Both 
in the Marga and the De£l sections, the usefulness of Jaya’s 
text for tracing back a current practice in respect of a hasta or a pose 
or a dance mode or sequence has been pointed out more than once. 
In the whole field of dance, there is no doubt that Jaya’s Nrtta - 
ratnavali is one of the foremost treatises, whose publication has 
enlarged the knowledge of the subject and reduced considerably the 
obscurity in several aspects of this difficult art and its not altogether 
well-understood history and evolution. 

ADDENDA TO INTRODUCTION 

P. 1, para 3, description of Ms. B : As pointed out in the 
footnotes on pp. 140, 144, Ms. B. has, instead of a part of the text 
dealing with the subject of the context, viz. Angaharas, a portion 
from another Natya text, which I have identified as the Sanglta- 
sudhakara of Haripala. 

P. 5, para marked I, the Abhilasitarthacintamani or Mana- 
sollasa of King Somesvara. The portion of this work containing 
the music and dance sections has since been printed in GOS. 
138. v 

Pp. 5-6, para marked 3 , NrtyaratnakoSa of Kumbhakarna. Part 

< 

of this section of Kumbhakarna’s woik has since been printed by the 
Rajasthan Puratattvanvesana Mandir, Jaipur <now at Jodhpur). 
Serial publication No. 24, 1957. 

Pp. 15-16, Kolani Rudradeva’s work, £lokavarttikavyakhyana 
or Rajarudriya, in Paniniya grammar : With this may be compared a 
work called Paniniyavyakarnaprapancavrtti, preserved in a ms. in 
the Chandrashamsher collection in the Bodleian Library, Oxford 
(d. 233). The author of this work is also mentioned as Rudra and 
his patron also as King Prataparudra. The colophon in this work 
runt: 



mrraifci sjpifagasi *T^R9n«9rR9 *5$: <w 1 



P. 19, para 1, epigraphic evidence on dance in the Kakatlya 
period. To the inscriptions cited here may be added the Malka- 
puram stone pillar inscription of Kakatlya Rudramba, which 
mentions the gift of a village Mandara (Mandada) to Golaki 
Vi£vesvara$ambhu, by his royal pupil, endearingly referred to as his 
son. King Ganapati. This epigraph describes in detail the endow¬ 
ments and arrangements made by Vi£ve£vara£ambhu at Velangipudi, 
gifted to him by Ganapati's daugter Rudramba. Provision was here 
made for a Siva temple, a &uddha£aiva Matha, an Agrah&ra of 60 
Dravida Brahmans, students, scholars etc. including 10 danseuses, 
2 Mukharis or chief drum-masters, 8 Maddala-vadakas, cm artiste 
from Kashmir, 14 songstresses, 6 Karada (ta)-vadakas etc. These last, 
the musicians and dancers, were attached to the Siva temple 
mentioned above called Vi£ve£varadeva after the teacher-founder 
(MER. 1917, p. 124 ff ). 


JT^TT^T: II 

m * * 


The mention of an artiste from Kashmir is to be noted. 


P. 30, para 3, dance in the Vijayanagar period : Add here 
epigraphical evidences. Madras 558 of 1915 of A.D. 1514-15, Epi. 

Car. X. Sd. 100, XII. Gb. 29, mentioning land grants to Nattuvas and 
Bommalattam players. 

P. 96. Karana Nupura (36th) (Jaya 100th) : 

The statement here that the Recita-lata hands in this Karana 
are only in the Kirtidhara-version has to be modified ; Bharata too 
gives here Lata-recitas. (iV.£. IV. 97). 


P. 102, Vivartita (67th) (Jltya 93rd). 
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’ To the portrayal of this Karana in the Cola frescoes in the Big 
Temple, Tanjore mentioned here, may be added a beautiful piece of 
Nolamba£iva sculpture, representing this Karana in the new sculp¬ 
ture gallery of the Madras Museum. 

) 

P. 139, Desi Lasyangas : It is said on this page that some of the 
Deft Lasyangas in Jaya are mentioned by the Telugu writer Soma* 
oatha in his Basavapurana, as noted on p. 29 of the Introduction. 
Actually, in his other work, the Panditar&dhyacarita as could be 
seen from the long Telugu passage extracted (pp. 26-27), Somanatha 
has the longest list, giving about fifty of them. 


V. RAGHAVAN 
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feRfvrr: 



99 


99 


99 


99 

qidM5< u i 

99 

fafifq€t 

99 

S^nifes 

99 


9> 

WTO: 

99 


m 

*\ 

R^IWm 

99 

»fon* 

99 

3"S«H. 

99 

'i<,r^iM*S,ick! 

*«•*« 

WFKIT: 

99 


w 

_ rs 

qrcT: 

99 

qra-ftAort-q^: 

99 

STCn*W^ 

99 


99 

5T&FTMlFSlfo: 

RV* 

wwwgn 


iprarawrai 

99 




99 

99 



99 












TOlf^FpW^ 

3TWI-IMIMH, 

*I3R^*U^ 


» 



?> 


jwiwifoRfa *m „ 
aa yfoaiafafra : 

VCs __ 

?PTTT’5RfT« cmrii* 

<TO *taR: 


qjfqRii 



H«q: 

MfWI^ 



qpH^«W^ 

sptm&dfa a^fcfawm 


99 


99 


W 


99 


99 
99 
»* 
9 9 
99 
99 
99 



aaift aw waa^ 

w 


w 

agfwaTC^lH aiai: 

55 

ri 1 w*>d<$ *i«$IWH v 

55 

aw Wjjf^W: W?W: 

55 


55 

ygyawi 

55 

ifel: 

55 

aar 

55 

aw qpHfr-wn 

55 

qrafrqsq^ 

55 

qrwsr^r: 


wiwsfrercarwwaK 

S^VS-* 

^iwitFdd ataw: 

w 

rffcnwffwaw: 

55 

Wnd JJWMMJUJIl^M^ai: 

55 

ww w^flFrfawqn^ 

55 

Wl dli«KWivW$Jom 

•<^ 


55 

aw aafaj^Nwi 

55 

qoTO55^on^ 

55 

qu^’W awi% wtwt- 


^sgfonf^qrcro^ 

55 

aw WTqwrwffqiw&wiJ 

55 


55 



3^ai 

W 

*ro fowfww am a$an 

>5 

aw waitw^wt 

55 

•FWW! 

55 


qiwmi fqiwwawwa 
a*iwr aidwi wr <nwai 

<T9V ^II*1^4 W«HRrd4< 
aWnaSffilTi 


a^i rsitnas^Ji 

«ro 

aw aiaqi ? wq*v n i% 
fw$lwi: 

^(^dlrl^JIHW 

3lfw3<WH 

aw fasfHw saitwR&w: 

V» 

<iw<?*iii9Wi: 



*m wpg&ffcG ssnro^ 
aw afdfaft wi: 




^o 



»» 


55 

5* 

9) 

95 

55 


a ^a S EKR : „ 

WW Wtr^R^rra^TO^ *R\ 


a^J 5TFWPWI 

fddl<*qWdl W 9J 

aw *F*WTaT ’TRRIT >> 


aW WHSIm »> 

W®gR?H » 

*na iai fera^wfcra- 

^Icn&Wdi » 





*1WTt^RRWf: „ 

<m gq^nira srataqm „ 

sra „ 

flatted itfr ,. 



rrm wa 


3TO 


e ra &ra q Rk% 

rT3T q pqg nqr Rlftq: ^V9 



qq qisrai^qt^ 
tRaw^qR qsi srqVnt 

rlwf^K+R: 

*iq 5T^t55^n^ 

«fi*q fOT^i^ ^t^wRor 


*<*^ 




cT^TT qq 


^mFcR, 


qq wi q 


W-* 


a fai ya fl 


w 


gqqqrqqws^ra*^ 

qnqqr 

rflE*I qRTRq?q qf 
*W^qg| q fr«iR 


W 


^^Rf^mRT ^«ii ^y 
^»fPi ,, 


era ximtwrr^ 

3rWR 

*rajm^ 


q>fqs^ 



q??q q^qqif^l qqqVq* 
qqnitaft q r ^ q i^H T 
*ra?n q'faqr 

*N*n q*fcr q 

M „ „ 

»ra* » „ „ 


qif^s ;j » »» 

3iq 

vj frg q«W>ftg^fri | q*q 
Rrfqq?qR 

^TS^Ry^^5TW4cfT 
q«79T qqRqqT 
fq?iiz^g*3jqti q^qqtj 

qi^wwgq^q q^rnw 

/ 

qw i q faa qj uw^ 

^rvqgaiT: 

^HlS^TPT: 


R\'l 


Wt* 

W 






^y°-^ 


w 



>i 




^m^nfr^r: ?w 

fesrftRr: „ 

rfCT W-\8 

^nw^nfif-sjlss- 

ft€isror§ ^sgirai w 


>* 


BIMWlfeMH, 

g^KTOFp SPF^n: 


?F^TO WX-R 



<TO „ 

si&Fn^siqEfe- 

fFWIHIlHi ,» 







[ ] 

[ 3Tim: ] 

i 5 tra ^RstfRBgt: 

53 ^ 1 $ q^4 Sift I 

B»W sRoig# ^ gfe% ^faffep?: Itg^r- 

frg^rasf^i^T^sFpqil: *srr(, in 1:11 ^ 11 

c 

im Wfopigwias^ai sw*#- 

s«fsa#pgfifrs*R. fopren^i ^ l 

^ 2 ^?iai^d'Mi<Al^n s n ; n: 3 

51% wai^fedljrt SSI: 1F5 fsSH, II ^ || 

vii <£l<9i'9&d*nj^ '^i^ssidi'dir 

1 : sjSfRt *#* HRf: I 

'km-\, PRIRI: 

51%:). 8 II ^ II 

1. B. gap. 2. A. B. 3. B. ?r; 4. A. 

6. A. s^B. 7. A B. qcftlT 


5. B. 3?j 


8. A.B. gap. The Tandavic imitation of Parvati’s Lasya by 
Ganesa is described here in this verse of obeisance on 




[ ^T5RWT 

1 . 

'WWfl§^IHI 

^ ?t m, ^ 4 ^w** n * ii 

5 . 

JTlq^Sfi 6 firfwttsfi ^ fitu &1 7 Z?^2?^ 8 | 

grosgrcw^ ngto. 9 ii ^ ii 

Ganesa ; in the gap in the last line are lost words which 

might have meant something like this : “May he (Ganesa) 

/ 

producing Sambhu’s laughter (by this imitation) protect 
us.” From here the verse endings and numberings have 
been wrongly indicated in the Mss. 

1. A.B. gap. In this Upajati verse, of which the first line is 

almost lost, the greatness and universal appeal of dance 
is described ; in the first line, Siva is probably referred 
to in his formless aspect; in lines two and three his 
taking different forms like Sadiisiva is mentioned as 
being due to His constant delight in His own cosmic 
dance. 

2. A. iRfsfa here may be c*RTSfa | 3. A.B. 

4. A.B. sr 4$ 

/ 

5. This Sardulavikridita is again on the indescribable 

* / 

sweetness and joy of dance which, the verse says, Siva, 
Ivrsna and Brahma practise with their respective 
beloveds; the portion referring to Siva and Par vat I at 
the opening of line 1 is partly lost and partly corrupt. 

A reads here.and B.I 

0. A-B. dhTfaicslr 7. A.B. 8. A. z^fqfFT B. i 

0. Corrupt,. A. mtT B. fiR: I May be 

JTf5T PHJ meaning, “Of that dance, the sweet¬ 
ness cannot be described in words.” 








srcmran^ Jjrmret i 

1 .arfo^snag^f: i 

tfRisiq^w^ft 2 3T^t 3?#i, %qf 3 *: 

TO^3*^Rgq*n 3^qq|WTf: || ^ || 

33J#R 4 fll*qr 5 3^3 qferMfa^RT 

siRWf^nTOI^lfigoif N^i 6 I 
ssrt 7 * 133 *^? f^R^f^f 8 

9 .II « II 

ftr 10 g^qyw 1 ’ftsm- 12 

. 13 3$ 9RJ ^ft^teRI: I 

^R fafa 3 qjfe 14 3^1 ^T 15 ^ 

qR *3TM*RI<^ foR"T #rfeRrawfi II C II 

1. A.B. corrupt. 3T59i%I^R^ i Catnka birds, peacocks or 

kadamba blossoms are probably meant here. 

2 . A. snurfa B. ^ujfsr 3 . B. 

Verse 6 sets forth the loss to the eyes that do not 
feast themselves on beautiful displays of dance. 

4. B. SR 5. B. art 6 - A.B. *T 7. A.B- s?RT 8 . A.B. qr 9. Corrupt; 
wanting in two syllables; A. snwTR^iRfcq! B. 

I The drift of verse 7 is that when the king can 
have the enjoyment of the dance-art of accomplished 
women, indulgence in other pastimes is very much 
inferior. 

10. A. B. ^ 11. A.B. 5WTq 12. A. 13. A. STTcTtftcT 

B. 5TR^ft5T 14. A. 15. A. *fr 






wfc qqft 

ftfqqraqi ftrcqfq: 2 $m W '3 qg:1 

fWJ feTM2?rfI 

€lfeif ^ C R#R^ || ^ || 

%§! #fefecf 

%%2pr:%I *T?5TqfqqH=qqfq^ I 

qfefe 5qt#TO(0 4 ^: II: 

qfqst #5 qqqft ft qftqi 11 ^o 11 


qq 5 ^qj qtfotqqqt ?g$ 6 nqsn- 



fqg^lgm qdqqquTqfoqiqtfrqifo: 



*r 11 ^ 


^*qreRqifoqft!I q|^ir^3 10 swrl 

% 

tfqi 11 ^ gWRP^?f 5Rt: OTTOS I 

^qj OTRsfft ftmqftft ares q^#qq 
q q*q ftqjq sipaqq^TOsro ^ 11 $ 

. A. JTfJT^ B. firfcllr 2. B. ?rcft 3. A. B. ^ 
meaning ‘natural’, akrtaka ? 5. A.B *<OT 

7. A.B. rT^t 8. A. B. *ft: 9. A. faP<*q^ 
11. B. 


. II 

4. Is it ‘3Tf*T’ 
6. A;B. gjq4 
10. A.B. %5 



v 

3Tm^?RI^ Jiuwfci^qV 4 1 

*P3TOTr^ fl^SgJR^Wt 3 5fq^ 

1c3t || || 

fel W'M 5B 5 ftf^RT 3°ferft$R i\% 
Slfcl^wft 7 flfpRSRT: ^PR: I 

8s #si ^ ^rrcRrasftftr ii {v 


f5T^T5RT%r:] 

^Rf.=?^55]^R I 

mi ^ra%^llg® ii ^ n 


sflRR ^sft: 10 

anarf 11 'w&A wfi 12 wm ^ wm 
a ?Stoi^ aw&rroftrftft tto 13 ^ctesr 14 gftira; n ^ 11 

1. A.B. ^ 2. B. £T 3. A.B. 4t 4. A.B. qr 5. B. Sc4§ 

6. A.B. 7. A.B. 4 8. A.B. sr 9. Corrupt. A. qqq 

B. ^T^f 10. B. 3 letters missing. 11. B. l^q 

12. A. qfo B. firfar 13. A. 5TTq% ^ f% ftqq B. STPRtft 

fqqq 14. A.B. qro 






* 

q$f§ 3 5irerafsH^ ii y * ii 


3xFRT?5: ] 

foTOOTSOTi^flfa3 i 

qraiqtq^^q^TO^^r- 

sii^pr 5 ^ n ^ n 


[^ISUSTTR:] 

^ff 6 qqteraF2t TOtoq;^ i 

erat *mm *OTft #n% swt n \% \\ 

g*i fes i 

^sfeiftq^ifta II Ro || 

3^9^I §31: qq^: q>TO[TO; | 

3 tfftlfitew: 9 qsMfeOT; II y II 
S§ f§^ifq§t §;%#w^ 10 ^qm^ i 

^J: 11 TOOT TO^Si flflt fl: II RR II 

1. B. qr q^f 2. A.B. jtfI 3. A.B. fir 4. A.B. q^ 5. A.Bq^ 
6. A. 1«rn? B. <$ ^ 7. A.B. 2f 8. A.B. ^ 9. A.B. fir 

10. B. ST 11. A,B.&an 



5wrmwn% vs 

wmwmi i 

fawns ^ gw *m wri^ n ii 

^qrftn: W- ^nfe^i^n: i 

t: SW^fafel ^2(?) 2 1 

?n^5 3 SR|jtel 3^ S^dd: II II 

[ JTT25R^H] 

3fo>S? ^ S: 4 g^.^fanfaS: 5 

6 *m wjf*oi ii ^ II 

^3J4cRI s Slf^jfeg 10 I 

ISm ^ t4 II ^ II 

arft^#*!# 12 «naftfa ntfact i 

R4t«W|%^4 *R 13 ^fiR^rT: II ^ II 

srcfaor ^sfpr; i 

3^fq; nW 14 5#n4t S3: II \<Z || 

I. A. ^rr4t 2. A. Isitf%? 3. A.B. 4. A.B. 4 

5. A.B. ?T3 

/ 

0. From here a number of lines are reproduced in the dance 
chapter of Tulaja’s Sangitasaramrta ; see text presented 
by me in my Introduction to the Music Academy 
edition of the Siiramrta, pp. xxv-xxvii. 

7. A. flrf^RTi B. firmer 8. A.B. JrreRFTl 9. A.B. ?r^ 10. A.B. 

II. A.B. 4 12. A.B. 13. Saramrta-citation reads ^ 

14. A. sit?p 4 B. 5nsic4 



q^ 2 m *ri ^m 3 srf^fgrR: n n 


asnSpS ^Ihi^ 4 3^fen 5 1 
prcfara&gqi ^ fqftfifa: n n 

swniN#»! yzm: \ 

5Tlfc: rf^r, g^5f: ^lq?3ff?fe II 3? II 

^3 %S|ft: 9TITO?PraiRRr: I 

siraif^aj ^ =q sraft ^pwi^ii w ii 

toi ^rra^iRf i 

O 

^I^qt ^pn^i^R: II \\ II 


a#*5[FF#ra: G 3 I 

qi#^ *mm qqfejftqi^ n \v \\ 

TOU g«n I 

% 

%R*R# II ^ II 

1 A. 3TTqqt B. srTosft | Snramrta qrf%qni[TqT I 2. Saramrta qrfqq: 
3* This is better than the Saramrta reading 
4- B. 5. A. %qT 6. The Mss. read here a superfluous 

line qn^RTSWi^ tf^cT: qftqfoqcT: | This line is absent from 
the Saramrta-citation. 7. This is superior to the reading 
in the Saramrta-citation q^THpiqfir: 8. A. B. qi missing. 



sreOTTwrnfr ^ 

pfapR^HI #f^TO II ^ II 

m ftef^Tffife ^ i 

<ffi<p 4 fft ^ TO fatal II V® II 

^feTOfclTO^ TOitf anfa: ^3*. I 

3ife*raf&q#rc moms*® ii ^ ii 


ftfeww^ra^pn: 5 m »#CT: I 

^I^ftfe^ftRlrl 6 anfa %: II 3*. II 

%S*ll TO %fer: 8 I 

#S35fR: 9#fo: II II 
^5 

<* 

jr ^tptotoi 33 : i 

9 3^TORtqp^Rl^^ : II V\ II 


<| ftffa fata^niRifa** II ^ II 

1. A. 3TWI^ B. 3Tlflfe 2- A. 52T^T 3- B. «*to I This is given 
variously as *psfa;, *F?afa: and ssfa in Natya works. 

4. B. ^ 5. A.B. *T 6. A-B. faff: 7. A. font B. ftW. 
giktha— Beeswax. 8. A.B. %f&?T: 9. A. efl&sw 

B. tjfteare 10. A.B. 11- A.B. (^ : ) The 

reading given above is as found in the Saramrta-citation. 





*TT ^i 4 II *3 II 

^ ^ mi: ferorote 5 mmi: \ 

n-^qr Hf7|7 *P?T ^3' 3* II W II 

m3: qifef ^ qfo: qft#§3: I 

fs?53*i^ qp^rrai e fei 11 ^ 11 

tqpTF^ fro?: ^qqi^qqBw: i 

^ywi q^iq: qi^Ri n vs n 

r^rprasrom i 

V 


W 

to ^ i 

i 

6 ^Fq:q;?0Tmfe^I 7 *?Tqfi?cq?r || yv$ II 

^15^1 1 

R?'4?^qqq: n v<; n 


fqq<fa$TOi ^ wfcmn: «?qi: i 

nJ 

n^jqf^RqRf q qq#sq q#fcl: l() 11 V<? I! 


) 


1. A.B. ^ 2- A.B. m 

''•W 

6. A. c^q: B. qq ?t?t 


.*} B. t 4. A.B. qqj? r>. A.B. sfnr (^rr) 
7. A. FSRT 8. A. Tt| B.q^l 0. A.B. s* 


10. A.rrq; B. 5 ptt%?t: 



[^^rRl^PTT JTR^HJJ WSTOTH] 

?7Rf 'r^ ^ | 

%RW ^ 2 q?F#HRI<R^ n ’AO II 

ft 

RiRt^^qoii^i^% s^o5*nfsf»^ i 

fqfr^ fera [%q ii II 

^I^^RfTfcRI^ R|TO^^#Pf: I 

9BIT%lfe fRJ^ 5 qi3a° || II 

toraftfari&i ^rri?i 7 ^w*i i 

SfS?f%5m rfi r II ^ II 


t%£ 10 R^5i?^ i% ^ i 


q;^5Ti 3 rar.Rpr ii ’a.* ii 


h 


5W^WF WH^RT?! -JSHI 1 


Wfr? tv* Tfi ^Rlfoqj II ’A'A 


I! 



[^[scr?TToirsic7eTiiR] 


^FTT^q^ 3^T: I 

?I£*IK ?fte WTRSOTt II ,J ^ II 


1. B. RT^rT%rR gqrRrc+rir 2. B. rr :i. A. B. Gap t ' A.B. fSr<«r 

5. A.B. F4t (5. B. jttr 7. A.B. RT K. B 0- A. ?r; B. ^ 

10. A.B. ^Rf. 11. A.B- Corrupt. 3*wwjcri^R !2. From 

jR^^tqrg the one and half lines refer to and form a 

# 

partial quotation from Bharata’f. Natya Sastra, IV. 

t 

12-13i Kasi edn. The verse means that Biva is the 
promulgator of Nrtta. 



^ \ 


3R3 ^3fU^ 3 II ^ 

^ ^IqfitB^ 9W I 

^tTO[ gcqirf^I || ^ || 


5 y^w>fepi$m 6 g^rans? 7 Q^cru i 



3J*TOf?l 3?I3I3 ^T II ^ II 


*113^ rfgJWRfW^ || || 

vq&m qif^i mk m -1 

^wraraiift ferai?^ 10 n %9 ii 

pFcTFsfajlfcfl $1: I 

gft ^ rT^^m^fRI 11 11 £? II 

«• 

jits 3 3??i 3 3a snsnftsj i 

33^ fiiwatei sntan 3orfro n ^ n 


1. A.B. aftsro 2. A. <T^f: B. 3. A.B. VTR^ 4. A.B. er 

extra at, the beginning. 5. A.B. J 0. A.B. ^fbt$tTC?4 I 

7. A.B. I? 8. A.B. saj 9. B. qrr: 10. B. ^ n. AB. irawpfl 


srcmraro* awroift 


^irTOt Slfo fq#3I*TOI!TOfi (| II 
TO! 3^q#S |. 

STH^^^ojq^ qq^ItT^ 2 f^jj^ II ^ || 

to qfcrc%i qi^i i 
TO =q m %: n ^ ii 

3 feSTOS zmtfaTO II 5,0 || 

to^k^toot* i 

3^%tTO cK«?T^ iTOITO 4 q%*3; II II 

qt§rfj TTOfarmri^mq; | 

#TO5TO33TO3TO fq^: II ^ II 

TO font# SHF FTOtTOft I 

ef 

•^iqgaaisft dft#i?a^a n ^o n 

?hi fq*r m i 

«l 

" W»fs *IRt€lt || ** || 

1. A.B- <1 2. AB. absent. 3. A.B. f^ST 4. A.B. 55faWTtfl 

It may be sftcST or |s&T both of which are found in texts. 




3ti?3st rasqrra; 


qi|: ^ i 

swift ?*r tlfa sfoi ii ^ ii 

rf^T BTCHfftR I 

^ § %!*? 5IRRig®|^tfe^ I 

rfcT: *3TH cJI^^I II ^ II 


STf^T I 

qqfttf£3ffi 3 II oy || 


?ra «nwmRRrrf^r^-iT*mi^cr-»ra^Tqf^^-3fi?r^m^i- 

Rrcferarcr ^Ti^rassrr sra^Ri^ 

srorits^rre: II 


[ iMraiS’^: ] 


fsKt ^i^: 7 q$ qsftafit ^ q? ^ ii ? ii 

« 

* 

3Ttqi^t:f%98t^TfI: I 

fe^^raig^qtefpift qj i 
^qisfpra I m %<?r$ e^oii^ 11 ^ 11 

1. B- cTcT; 2. A. ^tfcT TOT2H B. ^dfcf -+TC<TW cfcT^eT 3. A.B. 

4. A. JltgR: 5. A. STT B, ST! 6. B. 3$^ 7. A.B. f*j 

« ^ 





am 

sppTfficq Wi SgewfePJ I 

ft5fiSETO( || \ H 

'^m $l\m fa*: | 

SRl^f^ fft 1 3FRI II V || 



5R: I 

\ 


q^qTsif^Ji^yfi^iir^T?^^ n ^ n (s^ra) 


FT?q SfpRJoj qTOJr#q?j R^r | 

fq^qfqjfRqw^H^i^q n s 11 (#qrR) 


fir mfi^ f i% \m pg^rR i 

\ 

qi^^iq5FTi 4 «sqRqqRi 5 feriif^3 6 n ^ II Off**) 


PRR 7, (SR f ^H 7 I 

sqftrUSs II ^ II 

’ °i;q?Rfe} q$ sii^Rfeq; u 

1 551^5 ii * ii (^m) 

m 

1. May be ^ 2. A. repeats here part of the previous verse 

from 5Ri | 3. B. s^lf^r 4. A.B. qRaqfom 5. A.B. ^ 

<‘>. A.B. fog 7. A.B. »ft£r 8. A.B. ?far 9. A. % 10. A. fqT>TR- 
fo^ 11, A.B. qfo 





qpafapl ftRt 1 m qqft: qfaifen* i 

m*i ii *© ii (qfarffepo 

ii i? ii (^w) 

sqfalfefl 5 ^3^ i 

II 93 || (RgfigfW) 

^ta^r^f*^R33 7 ^3 i 
^ftcj^R^i§T 8 f^^Rg^5 9 fr ii *y ii (qfom) 

*®m 5l9RIf^R& 1 

q«n^^if3 1( ®§JTMq^]R3 ii ^ ii Otooto 

3%3^g%B 

% 

tfy^wg^dKiggl^ n \z ii fefiwj;) 

1. A. fird B. d 2. B. csfts; 3. A.B. shifts 4. A.B. tT(fa)^_ 
5ig^j 5PJ.I (apit*Rrn ) In between the two quarters of this 
foot some part of ‘Adhogata’ definition has thus intruded. 
5. B. jf^Tf^T 6. A B. sfftl 7. B. From here a leaf is 
missing. 8. *RT% 9. A.B. From here part of Adhogata- 
definition has strayed above into the Avadhuta-definition. 

10. B. ft 






1 K 1 t e i*w£*^ll5S8 II ^ II (^f^O 

q^s^r ifonforctfw: i 

?T ^ RRfocToRj: RRteqPi: II \C II* 

#RI RTf^T^Tjfifa: 1 
#*?cfl: sRRRWtfi ii ?* li 

C V. 

*W IflfsH fcT^ffi fifefltacra 2 I 

*\ ' 

TO?ft*Ffg^ WRRft^l^ll \° II 

qpsfrfara i 

RT##Hfo£fa>K5I 5ffla: || ^ || 

R^fiN flR mt I 

TOR 4 H V< II (*WO 

R5&<W^N qRRlf^R? 6 $R: I 

%fsfa 7 JJRTf^T rf^l^TSR? 8 ^ II II (%nf^R) 

f^JcTcf f%Rl4terfi[3 I (fe^) 

cTgrggtf fefflfel II ^ H 

4 

I (qpafftgsig) 

* tfS^fcR li ^ H (3#wO 

1. B. cT * This verse is a quotation from Bharata’s Natya 
Sastra, VIII, 36 (Kasi edn.) 2. B. Corrupt. 3. B. 

4- B. 6. B. *r 6. B. ariRWT^IW^ 7. B. ^T 8. B <*Ht 




wi aiwft 3 fra wq#nfei*i 11 ^ 11 pwqqf^a ^] 1 * * * * 
aq^ew^.fa^i (swg^) 

ga*r%|a fifig^ifWss n ^ 11 

I (3|aa) 

#Har^f%ar^i mw 6 * qi%q jri ii r.<: ii 

r^ qp&qsPqa qpqfoPtf ^ i 

af* ^ ii ii ('Ti^feqRr^qa) 

ffa feirterenJTTTff i 

ii 37^ n 

7 ^ai fiwndpn % f® =a q$°rfei 8 9 i 

a«ii ^iaf %m\ waia^i 10 ii 3° 11 


1 . Name missing here. 2. I 3. 3rRTf?frr 4. 4>£il 

5. ?5T 6. A. B- ^[vf 


7. Both A and B have a gap here in the first line, and the 

remaining part of the verse too is corrupt; I have 
restored the line using the bits in the Mss. and adopting 
the order of the Rasa-enumeration in the succeeding 

verse setting forth the Sthayi-drstis ; it will be observed 
that in this order and form of expression, Jfiya bases 

himself on the mutual utpadya-utpadaka-bhava of the 

eight Rasas which classifies them into four pairs. 

8. All that is found in the two Mss. here is 

9. A. B. f^rsnj^ io. A. B. g'fr^fsr^r 




^#^fNtl wdm imm: i 

fen |5f set: f^t 3far ser flftfe ii ^ 11 

53fc^Wf%^ 2 ^Tfe%5} ?7Ig^J 3 | 

wu ^nP^i ^[<t? fem ^ri^nfe n ^ h 

5T%rTI g$3T 355HI 5 f fei ^fer m] i 
3Tfefll%f^ feRT flfer%TJ II ^ II 

6 3#^I fel 5J^JSJ f^TT | 

nfe %fd f II 3V II 

^fei 7 w ^resn^Rii i 

WRsfei ^,ri 8 n b;a ii (^rt) 

C\ * 

ft 12 . ii \\ n 

1. A. B. ^frT^TfaiTI The idea of is clearly intended and 

the restoration is obvious. 2. A.B. The syllables 
do not give the cadence of the odd Anustubh foot; but in 

e 

Sastraic treatises, such a freedom does appear occasional¬ 
ly 3. B. ratif y 4. B. gap. 5. B. JTRf 6. A. Rr^rfir^T 
B. 3fl%?;iqfq%^ri?o2n 7. B. ^TSTT 8. A.B. STTSFIRTl 9. A.B. ^ 
10. A. 3Tf%5T 11. A.B. Wrf^H^lSfTcTRt *TT^T 
12. A.B. After this definition of the Hiisya-drsfci, there is a 
long gap in both Mss. in which are lost: (1) The 
definitions of the rest of the Rasa-drstis, (2) The 
definitions of the Sthayi-drstis, (3) The Sancari-drstis, 

(4) the application of the Rasa-Sthayi-Sancari drstis, 

(5) The actions of the pupils and various ways of Seeing 
(Tara, Darsana-vidhi), (6) The actions of the Eye-lids 
(Puta) and (7) Brows (Bhru) and their definitions and 
applications, (8) The actions of Nasa, and (9) The first 
line of the enumeration of the actions of lip (Adhara). 









"For having an idea of the subject-matter lost in the long gap 
indicated above, the corresponding portion of Bharat a’s 
own text is reproduced here. 


N S. VITI SI. 45 

if. K. M. & 

Kasi edns. ; 
SI. 48ff. GOS. 
edn. f have 
extracted 
the N. S. 
verses In an 
order suita¬ 
ble to Jaya s 
emimeral ion. 


Zj « 

TFRrr%3:T jttkti ^ip^frrc^i i 
JTr'TmTgJTrTI Tif II 

TspERRIT S^-JT TOTRl *UPTTRI I 

sfRT II 

qr ^np^TT^TWI ’Tm^fgTfTrrTRT | 

*fW *r a ism u 


fH^fNRTg=riTiKi ^jif«fKfrfTK«BT I 
^NsfWKtfTI ^ sftVTRTT || 

atfrTf5TS5^5?T I 

^ftvTT |qT 3RT5|% || 


53 if. K. M. & 
Kasi edns. 
57ff. G 0 S. 
edn. 


WflfeCT: I 

% 

tfcwisRT n 

c- 


^ j%^TcTT'frfMtfaflft ii 
fsr a^tf^n || 


sfl: *5T ^ fafrin II 





*<w*flwjjsr ssrttu sparfran 
JF^r^nfaft «*kr m *ft%sfa?wi^ ii 

?TT*% aWT: f^RT fiMfcn <WT | 
*R*5fS*eft fHT ffUfetUtflUmr tl 


SWT f^^RTT f^fw-dl SWII 


«ajWT ff&iifcHrllWI 
R^rT^rHgf^JTT 5 T 3 WWT H 


fawfiTfaft*FI33l ^mfPTcTrrrnJT | 
f^lWiTWT Tf^g ¥PPTT% *WTf*FTT || 


62 ff. K. M. & 

Kasi edns. 

63ff. GOS. SWcTKI SW 32 T frWRT ^T^T'fT I 

edn. vwwklftoft ^TWT ^rRT fffe: SFftf&TT || 

forN^fe^rc^wr qf^rtv^^r ^ | 

^qiwf’Tdrira ^ tfi'l^rtf^T 3 sn 11 

w» 


WTTf5F^IP}d3?T $TOfWTP*M?5ta5TT I 
WK qfcRKTFT ^ ’STWTT sfe? S^^TT II 



fe fw T fa gg i- rem =3T RJT3TT ^f^Tf^fft || 


a^F^TRq^n an an^ 3 f&: 3 I: I 

nfrni^ar =* nf^n ^fcsn**Rn**r 11 

f^f^c5T fenj fa^Taim 1 

jjst =srfa*wrcT ? ^iffrrr sfeftw?r II 

^c^rpssq^n^ 5 f^l v %?nfNcT! I 
§s^fwwm *r 33^T *fePtw% 11 


jcywpzq^HT an T%r^i n^nfaft 1 

^JTSlfanRTrcf ^ *wl«il £f%SjJ ^T II 

afTf*rff^n^*rwr l 



^ $t^tt sffeftwfr II 






agr ff^rnrTT =* gf$<TT =d af*am i 

=d Sfa-ST 55f$sm dcTT || 

a-^ T WddK i an gi; 5i^f^rpi«n i 
?RTnrtr^55T efetfddm 3 asaar 11 

amsareftrcsar a gTar%f&; gl: 1 
^n^gfST afs: fafNcgfaddHaa 11 

3R5rf^TcRTRT =d T%5TRTT$a^?dT I 
fTOWc^5^T ^ fa^RTT ^f^dd - II 

fad^fefcfdgZT addtcjpRW I 

aratg^fasKW =d TddftdT II 

anffNdg^rqTsT ^nrrrr4f=r^f^fY 1 

5f53TTOrRT d afS*T%d*T ^TT II 

fa^ftrataagsT str^m arfa^faoft 1 
aRsrr^cTrTRi =a fasten ffefWr 11 

^fs^dg^T ardftaa^fatf fsnat 1 

ft^ST gacTRT =d f^JT f fs^TfdT II 

SfRt^TdgdT dT 3 cRtcdJfRdd'R^ | 

=d 5f*dT afS^icTT || 

a*a fds*at qfaat ga: | 

fd^dt^tlrTRI =d aMdl 5 T>-^TT II 
Wt£Wd1T*dT dT ^dlRTf^aa^tadT | 

affeffoftRIT’W df^CT cR"T d% II 

« 

n^dgsT fafs^fwaa^t 1 

arddftddd^lKI afwaa^ d%d: II 

£ 

df^?Tfd^dT =d f^fs^^fd'dK+T | 

arawmart afw^r 5 11 

80ff. K.M. edn. (TdJflT 3Efai 

82ff. Kasi edn. 

85ff. GOS. edn. 55%dl: WdT JRTI 

J$m dia^^RT fdfddtd fddfad II 





>?5cT *tf*RrfrR: *RTf*3 wfarm: II 

^rr ?f&3 f^Rn^wfacmifa stiffen I 

=*nfa *fcFTT Wf ^ f^R- II 

SIPtTT Wffif ^ ^ ?R!RT oSfoeTT cT^TT | 

3Tt?rt^ rT^rr totrt torf forfeR u 

#s<n fw i 

f^UTO^s 5f^r n 

arfaerm =? ^rwrfa<TT<rcr: 11 

f3T^T ffSIF^TRF SRclW^^l^n | 
wt $ SWforTT ^ cri fWeri^eTT II 

3TIfTf^5f?5T JP?m§^ir?5 | 

fwtn fe*ir <r*n n' 

4 

3TT%^T ^ II 

for^Wwfn^fc^ wrfs^facfl i 

^t it% ^ II 

<^5^ mf ffleTT 2|«mW^TfcTT: I 


91ff. K.M. edn. a, ' rw 

93ff, Kasi edn. '+TI<^MT <T*R ^ II 

95ff. GOS. edn. cTRTg^Sri W »T# * Of^TcT I 

gim ^ TTcT^R «T5R5R^ II 

fqqrH ^35^ fa^»UT: STTficT ?WT | 

TOO 

*hr jur *ro trr snsfen cPTT i 

*ro 5R^s^?r:iR5R3 11 

foi&T 5Ji^n=3 ?T3^ ss*rfcr: 1 
ftsKRt fo«k: ahfi: stir 3 SPTRR3II 

smr fafo?kr fintacr 1 

urn f™k 11 



> 


99ff.K.M. edn. 
lOlff.Kasi edn. 
105ff.GOS.edn. 


104ff.K.M. edn. 
106ff. Kasi edn. 
11 Off. GOS.edn. 


fjrSRRTJr SRTstf f? *RT5f% | 

gT^^rH^^Tf'T H 

TTcH wt ^ fJT^nqwrr^ff / 

stt^t ^ r^f^rnT || 

rtl'hltfrM W2T3T | 

ref ^ frrn^rrfw n 

Awi: 

3T?H5R STSRH 3TRFT cj || 

m ^ siwrfsR?rr^r^ i 

^q=r^r%fr^ ^ n 

SOTfTT* 5 ^ ?M fTc^W ^fT?T | 

^Tl^frr § tffiUI 

W ft 4 UMT^'tW^'rlfa frf FZrFT | 

*Tf^TT ^TfT 2Tr^m^T«tfeT3^ || 

W»TT 3 5Rt%cT^ | 

rTRWRflS^rrgTTrT 3Z33T ftsftsRT II 

5TCRT WT | 

M^?T ftffrT ^%n%rHT II 

ft%q: 3^1^ s s^Btf^rr: i 

swnnfl f?rara: **tt^tw: sm *r%i; n 

STTftf^FT f fNcT FTWPT ^STWf^fi ^cHT | 

fln f ?ra ^Tf^cT ii 

Wfaf fqflfT sitWfrT 3 farTTfScW I 

9r«rar fasfacT ii 

^ f^RT# sptf ftq^qur: g? i 

faWTW ST & ^ sflt =* 5RJrf II 


112ff. K.M. edn. 
114ff. Kasi edn. 
118ff,G0S. edn. 




^ mi ? ff^cnj; i 
*Ufft ^ tfq q5!$T*ftafe <RT || 


a f^wf^RT^ f^TlfpScTJI || 

s$T5 w*r% <rrcqng^ftfa: i 

<\ 

^tg*r?mwr aqf: qar ffRtera 11 

3 <%q: qm* =|q gfst <w i 

$fN?f iw ?T^T %% SfRT || 

aqtwfowr: *R*ltertsfq qT i 

>a 

ar^q ^rq qicrc FHqqtg^ir t| 

s^st qfaftfqcn i 

fqjf^l^WT^TqcRT aqt; II 

Wit % £^#r ffwjl 

wrf ^ wfecnic^rq^Nr aq: 11 

?T^ 3 TTcT 3 W* W ^lUTTfq^ OT I 

3 Rqi ^aq^rrffr 11 

*Efo fq?l$ |55Tqf eSfal^ ^ ?RT | 

«qn| %q ^qir^t ggfctf^tll 

■ J 

s%qt fqs^ ^ %q gqftfq i 

3Tqfqrr IS^Tqr SJRt =q qffiqj^ || 

#q*qftg #3 3 >t: i 

* *i 

J *2WT^ wfaq *f|j^ 3 ^q^ qqfa'' II 

TRf^qS *rr^3 3 qqtaR^ | 

SSft qRiqR|frT^JT% || 

jft?lf% f2ft% 5 RT =q fqrffcfafN^ | 

faffeqq =q q&^r 3 % qfrq 3 ^rr h 

IRTf^g ¥TT^5 m | 


r^k to I 

^T 2 toft it v* H 

fto 4 qftrc*5fa to&rg^ l 
5 torcmi^iffaa^ 6 ^ il ^ II 

fTO: 7 I 

fo3t% 9 =^I#JTT 10 Wffi t 33*n§ft II I 

TOftf 

3 TO ITt^R JTWR3T fNtert || 

?RTI *P^T f%fIST ^ afaSWW fq^f^TcTT | 

^T 

^rwf^T %rlT mi crff^T n 

STcTT gg? f«^I W g f^PJfTT *W I 
fqfIST jf^TO r II 

f^McTT ^f^cTT ^WT RWfafit ^TTT | 

■nftpBRwaiii ifaftfrafri R^r^cr n 

jp&sEwrawigi sTT^Wnrfgd^R | 

=et jrt Rfw Jnsraftagfa: u 

f^tci^rf^Rng ttrt ^ ^fr^r^rc^ i 

cfcPFR i%f!R rTt jfft cRf ^ II 

^gsmt cr«fr*|5T% i 

ftSftan ^ ig^n^pr^TTf^g i 

SRT^n *TT%g rp?|: PTWIW CRT II 

1. This last mentioned gap (No. 9, the first line of the 
enumeration of the .actions of the Adhara) is filled up 
on the basis of the definitions that, follow. 2. A.B. SOT 
3. A. B. *3jcT; 4. A. B. *TR% 5. A. it 6. A. gf|gsig# 
B. 'HigtiSfgu 7. A. t^it: B. ^t: 8 . A. afrrofiRT B. anTOT 

9. A. B. 10. A. ^rsfan B. 


122ff. K.M. edn. 
124ff. Kasi edn. 
129flF.GOS.edn. 


to toi i 

II Vo || 

5 w^*il5f ^ 6 ^ i 

%*& **i^fe 7 5&tog II v? || 

3ti>t sito i 

^di^Vto 55?^ 9 sfi ^ n n 

to^I 5 ^ toFfflTORft I 

^f%3t I# 10 ftoflt $ 3^^ II v^ II 

3#jto§t ^Nf: 3{\m: Sfjfe: I 

^55^ ^§^1 fcrcfto} II VV || 

3f fen^it totoRTto^t i 

ddl frl: I 

12 fto*ft 13 to: II VH || 

14 fffel: «fsfacT: p§: W : 15 gtolW : 16 I 

ff& to spto? gft?U ftftfto II V^ || 



♦ 

1. A. 4td^nf§ B- l Roga is one of the applications 

of the lip, but even so Rosa, whose restoration is 
supported by the A reading Rosa ; so Roga is omitted 
as Arti can cover it. 2. A. omits. B. f^T 3. A.B. f^fJTJT^ 
4. A. tot^t: B. hp^Ftt: 5 - A. sricsT^^fcr B. srresi^qfcr 6. A. 

B. 5 ^ 5 ? 7. A. B. sn^^ris 8. A. § 9. A. 

10. A.cq^: B.srhfi: 11. A. rT*T B. 12. A. f%. 

B. fifwrq 13. A.B. ?fl 14. A. The seven lines of the Kapola 
laksana here are missing. 15. B. sfiRT: 10. B. ^PT: | 




I ‘ “ - ' «, 

^tK5IW«*IH\ 

ffea: sasila: SferawsRifca I 
t$fta: afta: ^ aat^ a fa#i& n w> 11 


jgt 'ft^> &C 2 aa: «snat aft 3 Ha: I 
sjTOPial aif atent a agsa^ i 

gq^i niB^n^Ng fUqgm^ n »<; n 

afitaa^nn^i 

ffB fsfiapalBaitffa: I 

§fa &sa fsa 4 ai®sa |fea 5 aaa, II II 

?e a g$m ^ai falaalaaj i 

fi* &5Ri#: $H*lld5a<|ftg 6 II v II 

lafiai ? 5 ?a &ft Sli 7 ste¥ a afgg: i 
Igaiaf aia#a fsa saiat wt 9 si n ^ n 

saiaft ^ #l a^ra ais&faaia i 
araasaara apaaafitd 10 aaa^at:" u v II 

asftssaa^ %i^ fwifti f^aw I 
saiasaal: Na|j 12 fawi ffoa 13 aa^ 11 n 

S 

*hi$ tfwr mi i 

mg 14 wnki ii w n 

ifa 

1. B. f^T 2. B. $f 3. B. fa: 4 . A.B. fa$ 5. B. gf^ 

6. A. ^stoTRKlfas B. .fa$ 7. A. wftB. ®t 8. B. tfr 

9. A. *fa 10. B. fa 11. B. ^ 12. B. k 13. B. 

14. A. ?$fk B. ^fg 



■hm^iiiS K..,S i 


=sifen i 

, ^Jgd%OTtolJ3W: 2 mf || <Va II 


^rfeSN^T | 

ft«K5re?f w 5 ^m 6 ii ^ ii 


^ficTI $m I 

Gtefrmdi 7 w ii n 

sfcr Sjps^rnrfjj 



^vs^ 91 °^^T3nr W 1 ^Trfj 3\m i 
# Stei ii ^ ii 

3v*ft sRnftn ta fa# ^ sfa I 

faqiaraf spT %t fa*ft# || ^ ii 

fofHI ^3^11 OTJlW: I 
3toi faidiwn 13 ii 

5OTTI **imdl 5p^|q^ii;cR 15 4t^t: I 

& 

fa fo l fc ^ ^51 3l3i 16 ^TT3lfa 17 fe*# | 

^rctft ^ fe#t 18 &# n ^ ii 

rfa f^nsramfot i 

B. ^ 2. A. «r B. «T 3. A.B.&rnj; B. w** 4. A. dflff 

B. 6. A.B. STRICT 6. A. arta^fl c^T: B. #q*T 7. A.B. ^ 
8. B. 3 9. A.B. fer 10. B. ^ 11. A.B. ^T 12. A.B. 3 
13. A. ^«n B. 14. A. B. 3fft; 15. Antara here 

means ‘inside’, not another. 16. B. stf 17. A.B. 3WT&Tf^| 

18. A.B. 



RIdi dFf: 2 | 

ftcwl |q ^#1 ^ q^I || ^ II 

di^fe^i 4 ^ %zj-, qted g^: II ^ II 

?£te?r r i 

froif ^n*tai 5 ?m n$t vh i 

m 6 qfoifo?#dq qft n ^ ii 

^rT^JT?foi I 

fl*nferi ddi szisiT 7 [\ferj ffe^i^rn i 
qfen =q Rf^i =q jftqT qqiqqi wgn] 11 

.[3T^T 5RTCR:]. 

*&&] qp&ia ? 9 z&wm qRq ^ 10 n ^ n 


1. A.B. 5TT 2 . A.B. stcTT: 3. A.B. 4. A.B. qlfe^T 

5. A. fcfopm^faf B. q^froTT^TT | 3TW^ is the correct 

reading; it is supported also by Devendra’s Sangita- 

muktavali ; it is not known how ‘3Tf3;’ given in instru- 

_ ^ 

mental separately in the Anandasrama edition of the 
Sangita Ratnakara with an editorial note can be 
construed. 6. A. 

7. There is a gap here in both Mss. in which are lost the 
enumeration of the five other Grivas—Recita, Kuncita, 
Unnata, Valita and Nivrtta, — which I have tentatively 
restored on the basis of the definitions and their order that 
follow, —as also the definitions and applications of the 
first three—Sama, Ahcitii and Nata; for the latter the 
corresponding lines from Bharata are here reproduced for 
reference: SWT I 



I 

•TrTT STcTT^S^T^^ II 

8 . Of the definition and application of Tryasra, just a 
of the line is lost, which has been restored. 

9. A.B. qr^Rm io. A.B. m 


little 






\\ 

Rgen STFfll 2 | 

3*3 Afford *# ffeflT imzfii II ^ || 

^aFg^i 5 ei ^ i 

ws? f1 =q qfei qroatg# 7 1 

WIH IpRI^d! fel%^!I11 || 

8 ftrc:q£i? 3 *]ifaq mm q*Wt i 

cCTWfes WP{ II ^<C II 
sfe srtara^nirtf?! i 

=3 JT%%: 9 g^df I 

3%lft?R 10 TOIc^ II ^ II 

Wfe: 11 sie ,2 vll^t U VG: I 

Jjarenfeg 15 WVZ WRlft^g =q || ^o II 
*qW#P:, 16 ^RlfcT^^: I 

■A 

^ ^ 17 ^ tH ^ 5TP^ II ^ II 

20 ?nSffilf*R^ *# 5^1^91^: II V3^ II 

fog *?% 3 ti *hj g^ig** fen i 

g?iM fei fqsrci 21 qM fen ii ^ ii 

l.-B. =^ 2. A. stRTT B. 3RP 3. B. irt*T 4. A.B. fqsrm 

5. B. 5RTT 6. A.B. ipt 7. A.B. f5$r 8. A.B. This line has 
strayed two lines up, before | 9. A.B. ^ 

10. A. B. 5% 11. A.B. sp 12. B. q?r 13. B. ?T 

14. A. spar 15. A.B. s 16, A.B. m 17. A.B. jp^g 18. B. g 
}9. A.B; *TT; 20. A.B. 21. A.B. *n 





g^rol ft i 

fcn 3 fi^ %eS ;p%fst: 5 * ii v»v n 

5^r g^CFT: I 

sfeWHlite& 

iflqsnfepra; i 

agfi gra pfl l frc| 8 II ^ II 

qgR#Riif»i^ i 

|| ^ II 


^WRRI^W 11 ^^: II ^ II 

II ^ II 

1. A.B. *T 2. A.B. W 3. A. faref 1 ? B. faTT?^ 4. A.B. WT... 

. 

6.* This last quarter has a small gap in both Mss. which has 
been restored as above on the basis of the sense 
and what is left of the quarter; the meaning is that 
without mukha-raga, arigikabhinaya is mechanical and 
lifeless, the verb ‘bibharti’ and the available letter 
‘ sa ’ suggests ‘sdmyam’ or ‘sadrsyam the latter being 
metrically adequate; the letters at the end ‘sta (ve ? ce) 
stitaih’ contain in the first component of the compound, 

some word standing for the sense ‘mechanical’ or ‘a 
lifeless object', and it might well be a ‘doll’ or ‘pasta’. 

6. A.B. 5ft 7. B. fSrfar 8. A.B. 9. A. faw B. fan 

10. A. WCT: B. ...w: 11. A.B- sj 12 t A. «j$on B. 

J3. A.B. fag^TT? 




x% 

1| vs^ II 

4 ite: 3^3^ mm^l WR I 

^wr^n: II <T« II 

mi I 

3TTfe^7 I 

^R3r%cTifts9t q^l) ^^111| c\ ii 

mmft q>rc^Tf*rel m i 
qaraf^S q^iii m$w& 10 n c\ n 

^qsnfqi^t 1 ’q^l) qp5q°^lt i 

3?iq^^yqHI^:qi#W>^ || C* || 

v >w 

gfe^few^l i 

55fedl || n 

qfea- =q q;^ ^% 12 ftqife: ^pqifw: i 
qsjq ftferrcaq qjqfsRqfq^ srfq n II 

^qfero mi* \ 

ll <^ ll 

^3#3 sr 13 ^im ^RrF^w^qfq i 
ai%qm eqRi^ql sr#ra§ i 

fc*n£ gfi: m ^ ^Fm\ ii <£<£ ll 

♦ _ _ _ __ m i _ ' — ___ _ 

1. A.Bf^r^t 2. A.B. ^ 3. A. qfa^bfiT: B. er^ET: 4. B. ift 

5. B. ft?r 6. A.B. JTi% 7. B. q^fl B. tfrgccft 8. A.B. tm&FS 
9. A.B. *sft. 10. A.B. sN& 11. A.B. ^ 12. A.B. 

* Quotation from Bharata’s N. S., IX. 17 (Kasi edn.) 

13.A. B. ? missing. 



ftfe ^r 1 ^! ft<qj dfcti 3^: i 

%T^[ mfafat&k n t% n 

KfeS ^ I 

* ' 

2 ?n^i(^#fH# ag^ifi ii *° || 

¥U3f w 3 ^sRF7ii^ 4 oii^ 5 q^tt i 

jpg^i^f ^ eiqRw^qftft n ^ ii 

«R53q& ^l 6 ^fforf^TRt: I 

qq %5f ^ sqffl II ^ II 

9 3^0TR^I ^ ft# 10 3^ I 

RFp5%iq55q^°Ilftft II ^ II 

^ 5ft: | 

SrF^SFR gsflri 13 aWR || *» || 

3^ 14 ^cTcT ^ I 

^T|^3 |P«rf 31 ^ II ^ II 

5 ^fi 16 i 

gp?R qq^ftts# gftrlNqpi# ii ^ n 

% 

[3T%TWT:] 

mS ft ftftqtftsRi 17 ^13; ii v* n 

]. A.B. fiTcq 2. A.B. *TT 3. JT^fJT^l 4. B ^ 5. A. B. %5 

0. A. B. fq<R 7. A. 31 8. A ^T 9. A.B. 35 

10. A. 5TT 11. A. ^ 12. A.B. 13. A. «r 14. A.B. 
is wanting in both Mss. 15. B. <J 16. A. ftq 17. B 


w? swi i 

cffijfri^sp: jffel: ffecTI^fe^j; || %£ II 

31fRl z& 3TI2F% flq%g 2 R*nfcn: I 

*r q^ ffct *&m: \\%%\\ 

i%it 3 s^rcill 4 qa3§2Tfe^ 5 mti i 

SRTSRraST^: II \°° II 

3cqr§^5^ £q I 

555|SH# 8 THt5^^ 9 II II 

gefaSRSTOft *qfef#£? frap: 10 I 

J1 ft%gcT<3r ^fqslfcnf^ *&'- II M ll 

Tr^tq^jgfe: 13 ll %o\\\ 
3^^ 14 qfqf^!75^!i i 

H^^ 15 Tffo^: qy^ ^yy^y : gc5Rj^} \\ {oU \\ 

f^TOtWlf 16 RT^qgfe^R®: 17 | 

%®I^t%Sc?R 18 q^yyrl i 

S <S%r[yffRt f# 19 i#^yjy^ffi 20 II || (# q^r') 
3?HRRlftq^5q fijqcTRB: q$ I 

qitsqisRsqf^T: q^l^N: II ^ || 

/ 

1. A. # 2 B. fsrg 3. B. =53 4. A.B. ?[TS5 5. A. ^tf^[<at 

6. A.B. qr 7. B. fqf$TS S. A.B. ^ 9. A.B. ^TT 

10. A.B. fq^cT: 11. A.B. frl^ft 12. B. sgc'TTqqTfqg 13. A. ^ v 4- 
: q^fl 3 fffss: which is wrong in the applications mentioned. 
B. fRqTWfo 14. B. % 15. B. sy 16. A.B. ft 17. A.B. 55T 

SO 

18. B. 19. A. *T$ 20. A.B. SPT^ 21. B. W»: 




3*3$c2fl 4 Wlfelf: 5 w: SRI: II ^ || (§q^:) 

qaiw fei era i 

qfeffit q^5«l ^TWfi^: 6 || II 

II M II (fl5 n fiR|:) 

13 ?TcTIWT^ 14 ^ItF^TT 3WW 15 I 

°v 

& frorai^taFfl %i n ^o n (?Ji#fo:) 

?g^RRt 16 I 

17 q^I ,8 Sfi§#s|P a^^: 20 II m || 

3J55tR 5FI^I qiTORRWftsr: 21 1 

erai ^ifciw ii ^ ii (^ 159 :) 

era^HfalT m\ S&Sgsfcfe I 
q5fu 22 s^fe^t 23 q#q ii ii 

1. B. 3TT^TfiT4f^rK 2. 5r 3. A.B. wanting in a syllable here. 
4. A. 3 T^t 4 B. 3R-52T5. B. TOP^ngqi:. The‘hands’ bear names 
which are significant by reason of their ‘similarity’ 
(anukrti) to the objects alter which they are named, cf' 
Bharata on the basis of Hastas, 3 TTf^n %s?rT T^nl: etc. 
IX. 152, Kasi edn. 

6. B. %$4t: 7. B, omits this word. 8. A. fir 9. A.B. 

10. A. ^Tc5 11. B. 3$s 12. B. g 13. A.B. ^ 14. A.B. 

15. A.B. 16. B. 17. A.B. 3R5T 18. B. ife 

19. A.B. iter 20. A.B. 21. A. «ft: 22. A. B. TO 

23i B. ?*fit 


3>S 





1 I 

?nwipaw^ 3 . ii w* ii (ss^igsr:) 

I€l: 5 ^TCTOTT ^k I 

3S#RJ ?I3I ^ «PraT srfwRH m I 

£ 

3grrf|di srcrar m \\ ^ n 

3£#TCT 7 ferasqtg# 8 s^I I 

utt srai sifaai ^ai «?di 9 it ^ it 

^^TI^JTcIT ftfecf iRnfon I 

3glf|dl ires^t 10 ^Hrf«^5I || || 

11 I 

12 3S3felT 1|?^ II 

asgfa&ar 13 ^ m? | 

^ H W ii 

1. A. ?7?W B. g-^TJT 2 . A.B. 53T^n 

,‘i. A.B. Gap. The further uses of Katakamukha are lost 

in the gap ; further, four and a half lines and parts of 

one more line from the coming treatment of the next 

‘hand 1 , Sucimukha, have strayed here and are repeated; 

at their end is found the name * Katakamukha’. The 

further uses of Katakamukha according to Bharata 

are: Hotra, Havya, Khandana or Kan4 ana > Pesana, 

Ayata-danda-grahana, Puspavacaya, Pratoda, A n kusa, 
/ ‘ , 

Sara. Jya-akarsa and Stri-darsana. 

4. A.B. The above mentioned gaps are indicated here. 5. B. eHST: 
missing. 6. A.B. zq 7. B. gap up to ‘Parsvantaram’ 
in next line. 8. A. 9. B. cpsn 10. B. ^ 11. B. This 

line missing here except for...% in the end ; but in the 
earlier repetition , it is found in B too. 12. A.B. 
but gjv-efr^iT correctly in the earlier repetition. 13. A.B. ^ 
not found. 14. A.B. «TT 15. A- «RTf^t B. c/. Sangita- 

ratnakara at the same place, ^KTf^rvfr etc* VII. 150. 






2 wsg $^ 1 * 3 #^if 4 * ^RcwPwi II ^o ii 

5 t<£si i mrm *rawf wfim mi ii 

jfaifeq^rc qrafawcrc *rai 6 my ii 

3i|gtqf|m 7 8 '^^i: %mqfc s i 

aRM^g ^ 9 * * * srenf^ srarafi ii ^ ii 

writ snag^ i 

fern *pp 1 ( Wtt TOFftg ^ n *y ii 

"srot cfftq ]2 qm ferai i 

z$mm ^ 13 wn ^ 14 * 533 * 3 # n ^ \\ 

3m Ff^q3 15 ^i 16 «m 17 ffNasiftrai i 

^53RRfe m 3*1133 II ?^A II 

mmz) =3 sreite: i 
3*3»«rafen 33 snftrai feOT ii ^ ii 

*f fc3J# §5raHf ,9 fFfj 3^ : | 

#33 ftgS^T #S*??f3fr| 20 FTOTT || ^ II 

1. B. From here gap up to end of line and the first letter 

of the next line. 2. A- B- 3. B. ?5 4. A.B. s=qT 

% 

5. A.B. 3CTf>EI which is neither suitable in Bat Aka nor one 

of the actions of Sue! set forth above ; Utkrsta meaning 

Urdhva is quite applicable. Cf. also S. Ratnakara, 
VII. 152. 0. A.B. cT3. 7. A. 3T^Stfirf|m B. 3T?=fH|f| 

\S» 

8 . B. Whole pada missing. 9. A.B. <5 10. A. 

11. A. «TTCcf: B. 12. B. gap from here upto 

‘udayasta’ in next line. 13. A.B. 14. A. «rr B. ^ 

15. A.B. f?r 16. A.B. 17. B. of 18. B. gap from here 

upto‘aahi : in next line 19. A.B. f»T 20. A.B. 



2 m 3 I 

4 6ft«l ^ flsfcTPPIT 6 || || 

toft 7 ^ ^toft 8 $di i 

to: 9 10j aife^n 5 F^ 11 II ^ II 

^^ 12 ^r^ 13 5^ 14 ^to 15 ^: 16 gft: I 
n ^tomTO 3$ 18 wm® ft ?to: n %\o 11 

**$ 3 ft mjws ft wm : 19 1 

^TFmwIg# m ^totoifti n m n 


_ ^ 

1 . A. ^TT 2 . B. gap from cT^ to 350 ^ in next line. 3. A.^ 

4. A. fipcfsj B. gap 5. A. WflZ 6 . A.B. qfcpn 7- B. *T 

8 . A.B. % 9. A.B. 3j?r 10 . B. 3T 11 . A. ^ B. sr% 

* 1 cTTc^JTTjrTJxRTc^qt: ’—This seems to refer not to a Nriya -hasta- 
viniyoga, but a iV>/ta-hasta-viniyoga ; the meaning seems 
to be something like the Intermediate Pauses in the midst 
of the rhythmic sequences; in the present South Indian 
Bliarata Nat.ya, for example, in the poses figuring in 
Tillana and elsewhere too, the double Suci (Samyuta) 
hooked together as mentioned here (mithah srnkhalita) 
occurs in the arms held over the head like a frame 
round the face ; one whole sequence with variations is 
done with this pose. 

12. A.B. 13. B. Gap from here upto ^ in next line. 
14. A. 15. A. °TT 16. A. 2 ft 17. In this and the next 
line, the idea is clear, though not the construction. 
The movement to the right indicates the Sun and its 
setting and that to the left the Moon and its setting. 
A. 33 ft B. missing. 18. A.B. and in locative 

would be better. 19. This maybe a corruption for 
20. A.B. f>qt. fjq or Well is the correct object, and not as 
printed in the G.O.S. edn. of Natya Sastra, II,P. 45, verse 
77 and Kasi edn, IX.70. 



gwwwwm , 


«5Ri$ig# J spwi SteqSf i 

at* fa%iHi gisnw *rw it w li (ft*) 

sifensgaswi a^fti 

'O 

m$\ %raM( i 

a?f^ snifenfisSi^ ii \y* ii (g^3°^:) 

flfRrfflT: q**TO I 

qr 5 m »mt tw ^ n ^ 11 

*^q 6 i 

f^q*q 8 *wilt frqk^ ii ii (two 

3Nt q^I 9 1 

ef^adwpil: ^fq'^ts# ftfiqcl II ^vs 11 

12 gftW^ T^ 13 «P?fe 14 || ?\£ II ($fw.) 

crfeifq ^ti 15 jtt sfftrcq, sgrad: 1 

* *\ 

w i ®m: ffifami 11 ^ 11 

l6 5T|0t qqjiqj^nlt I 

^RIRt $^^ 17 II II (RNjRO 


1 . A.B. flvS 2. B. Gap from here to the end of the 
first quarter of the next line. 3. A. 4. B. Gap 

up to the end of the first quarter of the next line. 
5. A. B. '4q^ 0. A. B. one *r extra and gap 

after 3J upto the first two syllables of the next line. 7.A. ^ - 
8 . A.B. 9. A. ^rePTT B. ^rer^T 10. B. Line missing. 
11. A. ^ 12. A. gfqqa B.-*f^q;T 13. A.B. 14. A. % 

15. A.B. 317 16. B. Line lost except for last letter. 17.B. 



OTpr 1 i 

afn^^mr 3 ^: ^ 4 \\ ^ \\ 

e fq|qt i 

JTf*T ^rafiR& II II 0*3^131:) 

7 5JrIRWI ^%5Pn^R»l@ragf I 

qsnpispifas: « ^If^s 9 fafo??r II ^ II 

frf^T ^FT% ^Wt R3& I 

wiS'WRsn^ flts^t^i: gq: 11 II II 

12 fe^ 13 ^I 14 pl *T3Wf «feH fed: I 
rJ-^I gmftfcl *a?Id: ^pfitdM'4 II ^ II 

rcr: Jimmfc «rfWtedife3 i 

ftccftir $^sp: mi 1 - wfedlsft = 3 * (I ^ II (Sfe:) 

feCTfllfoflfesi: m I 

^*n^iiis 16 pi dite =33^1 it ^ ii 

1. A.B. it 2. A.B. fit 3. A. m B. sr 4. B. Gap; whole quarter 
missing except for the first letter <?. 5. B. Whole quarter 

missing. 6. B. ^Tlf^Sl 7. A.B. •WT 8. A. 

#Tep^ | B. *r%^ I ‘Trikiignivat’ ‘like the three 

sacrificial fires, Tretognis. 9. B. 10. B. 

/ 

] 1. A.B. of 12. A.B. A gap is wrongly indicated here. 
13. A.B. ftnsTM?? 14. A B. T^T 15. A. 5TWt 

*This variant form of Musti, in which the thumb is permitted 
to be inserted into the folded and closed fingers, 
is mentioned in some other texts tooj it is followed in 
the Kathakali. 

1 C. A.B. <3^; B. wf 





gtwit <ras 3 ifsi°ft i 

fijfejpsssnai 1 3 3i«if 5R^*^qif^ n ivt. n 

fits ^oi 2 3 r 

qts, frai <ifvta 3 sissfoi n xt% n (^p ; ) 

Wit 4 ffen *rr> i 

^ V® II V\o II 

mft wSW qrinroRSt 6 u ^ h (too 

ft # 7 mm § i 

n ^ ii 

m*t fowl $^raTOftg i 

^sgro ii l^\ ii (^0 

^m n pqfg# iJ&TORlI i 

^f^Tn m *? ^i 12 1^^: 13 ii nv ii 

?$s«#<# 14 w 15 #ft Ruefel i 

spft 16 nrnfail; ftfte I7 si3*Nfll ii ^ ii (stopO 

1 . A.B. 

* Sattva or Satya in Natya Sastra : Vicara in Sangita Katna- 
kara : Satya and Vicara render Java’s reading Tattva 
here correct. 

t See Natya Sastra IX. 96 (K. M.), 94 (Kasi), 100 (GOS.) 

2 . A.B. jt %?r 3. A. B. 4. A. vh B. 

6 . A. B. 6. A. 5RTT?yt 7. A B. ot 8. B. ^ 

§ Means Sarpasirsa-hasta. 

9. A.B. apr!5i: 10. A.B. 11. B. ?FT missing 12. B. 13. B. 

14. A.B. 15. B. got 16. A. 3f*r^ B. ari^ 17. A. d*TW 




^5 ? -fqqfe?r ii ^ n 

$5T1#HT #3I^I 6 ^ II *«v* || (3^=^:) 

^feifwatsfi ^i^s^rasT: ii ^ u 

^»R^taR*RR^ mrl I 

wrsq ^ 8 ^^cqpiT nf*i 33: 11 ^ n 

10 ^igcqi 2 ?ii 11 ^ 1 

feifegl fa^grtt frcnwEmi^r 11 ^© n 

11 11 

g^ife^r 5 TFt 1 

«?pr g*n$ V 3 gil^rat 14 *1%?# 11 ^ 11 


333 qfe^ 15 tf^T: I 

rifts II ^ II GftST:) 

/ 

1. A.B. f^JcT: 2. A B. ^I«5. Bala-nirghat ana means forcible 
necking out; the word ‘bala’ is added by Jaya from 
Abhinavagupta’s gloss; and Sarhgadeva too has it. 

3. A.B. s^Ml 4. A.B. w* 5. A. 5fft§ B. $$fas 6. A. it 7. A.B. «Tf 
8 . A. 3^1 9. ^cT#,«T 10. A. B. 5511. A. ^TT 12. A. qT^C B. 

13. B. ^ missing 14. A. B. STitjKfte: 15. A. B. q1 

16, A.B. & 17. B. H missing 18. A.B. 





3^f^5p5Ri ^ot || || 

aHft 3^ftT 3i 2 $19$^ I 

TOWfafjf q^qp?T || ^Vt II (fft 9P 5 :) 

3^?: q?l#TO 3 StaRTI^OT ztfk I 
3*Wft f || ^ || 

§m 4 i 

%% mwi £wm ii ^ it (^w:) 

3fI31^3: fr^f: WW- TO3 I 

2?feip21: *tfS3 ^f|S5q^3: || ^ || 

to stfaw? wt i 

*$t ^ cRf* *#JTOTO**OTSfa 31 

vmsm ^l«OTII3¥R3: II ^ II (3^3:) 

5TO3 2 ^| Srf|»I ^ fetf I 

m: fqfzs^rcjff } 7 n \*o \\ 

m s#^: 8 §S& 9 &Wt ^ | 

4 

Sflpt affiSt II ^ II (3W15:) 

1. A.B. wr 2. A.B. cffcs 3. B. q^%...s? 4. A.B. gg*3T 5. A.B. ^ 
6. B. 7. A. fashjeft B. frararft 8. A. B. flrjJRT: 

9- A. B. & 



3^5: SJOlSt 5Rin^ I 

*=£& ^ q%KT =q TOcti fwf: 3^: II ^ II 

^f ^F5I9#1 I 
%<j; ^ERr&THqs: I 

STOtalSlS^ ^ %fa5I§R5ftm: II (I 

^ ^sTO5I% d]*fjsq^oirf^ | 

%<^ n ?^v u (^t^rh:) 

3^H«I |fa: ^ffitgRRTOT: II II 


&#r jpt 3 qmi: q^m g qtfqdig n ^ n fafe:) 

2RgH3l: ^^RRcRMndl: I 

qqrat qj§mi ^*m i 

^ #tft: 4 5 3TRRraisRte?T II II [W:] 

srfRqpfe^qid; q^tdRT^Tmi: I 

q^ajjcpr^ft ^F-WJT 3 e: 7 II i| 

1. B. qicT^ 2. A. B. 

* In anger or laughing at, the palms are rubbed; in those 
cases, there is no rule about the height at which the 
double Pataka hands should be held, 
t The last ‘Avyaya' refers to heaven or sky. 

3. A.B. ?r;t. guii is supported by qtT^cTTR, later and the difference 

in prayoga in this ease for men and women. 

4. A. %3TT 6. A. cflcWT B. cfoyRTT 6. A.B. *%: 7. A.B. *T 





sn^: 1 Sfjfait wfaqt: I 

^ WF^ 2 »W< || || (^f;) 

f q*i«FtTC 4 T^I 5 3^ ^ 5%°T3 I 
6 3R 3Ig^ 3FT $%f«^ 7 II $<£o II 

*d«TR5^ ^ *f%3J 

^I^ 8 %^^ 9 »1#F3[I&3 il ^ II 

3*f 10 w*i ^ I 
^fel: 11 g§& fwfc# 12 I 

^m\ ii ^ n 

3Ffa Sflfal ^dl^ 14 d^fddlftd:* 5 I 

ya®qpfam ^HSsrc: 33: II ^ II (fiw:) 
aRilt sqtfrff 3i aismn^ 15 gspfc 16 fro! i 

dflgpW: ^ 1? if ?<£» II 

q^qir#rat: i 

18 OTI^f 19 dfospij^ i^mj 20 f^iq^ II ^ II (35fflf:) 

1. A.B. <3 2. A. ^ B. c3T 3. A. f?t: 4. A.B. $fo«RT% 

5. A.B. ^ett 6. B. 3RZ|5£fg 7. B. 8. A. IK B. 3f 

* See Abhinavabharati, GOS. II. p. 60, SI. 147 of N. S. and 
comments on it. Abhinavagupta read a definition of 
Nisadha totally dilferrent from the one given above and 
which Jaya reproduces below. 

10. A.B. 11. A.B. cf 12. A.B. l^rfo 
t Abhinavagupta’s etymology of Nisadha referred to here is 
“ ftqwWHSr Rqvr; | ” GOS. edn. II. p. 60. 

§ Its Viniyogas, not reproduced by Jaya, are : 

HfS^rftirCT =q *W*T«J *RT5FR ^ | 

13. A. sqspJRsrfq^ B. 14. A.B. 

, / 

$ Eg. Somesvara and Sarngadeva. 

15. A.B. 16. A B. w\ 17. A.B. SWSWfT 1,8. A. ^ 

19. A.B. qt 20. A.B. ^gntf 



’PfffSTCSt 1 II. *RI #%: | 

2 qTORffl| 3 %q rn: 4 II ^S ll (*WR:) 

srmsftsf^t wrat gfflpii 5 i 

=ftit qfe?*rerg# i 

fltsqfesit ^^l^ 6 ^^TOffeTT^ 7 II ^ || (sqqfe*?:) 


8 3=n^n^m: q<Till qp&3fa§t i 

fqqi^ ^ i 

II \c< II <$3: 10 ) 

ft«T: q**Wh* %Et gsflffqiwt ^ I 

cf^l 3^: qlr^t 91=E5TRt n \ 

3 °wi^wpJRf ^Frnfi vm ii || (gcqgj:) 

I,? TOSBat ^Wl 13 3OT?R1 3=^ | 

gRWRtelS: fi^T: II ^.o II 


H $3J:qi^fsJ3 ^aqig^SWW: I 


gsrsrfsrcfli 15 ^ ^raV^q't f*i: u ^ 11 (^fR:) 


qSR5|cpRngff ^TT^lfjT^:^ I 

Riaf II ? P X II 


cflgRRRteRT sffiqiglSfclffl^ I 

sfiRRRT 16 ^rft^sp^r 17 ^ ii ^11 (*n*r.) 


I. A.B. ftr 2. A.B. frc 3. A.B. ^ 4. A.B. cTcr: 5. A. 

B. 6. A. wpr B. 7. B. ?TfcR 8- A.B. 3^F^T¥qRpft 

9. A. B. Jj4?m 10. A. ^tq55: 

* Karabha is the outer edge of the palm. 

II. A.B. qi^Rt 12. A.B. SfTSJpat 13. A. adds B. adds it %. 

14. A. ftjj: B ft>j 15. A. B. % 16. A.B. 17. B. vgfa 





srfiftq SITO^ 1 3TC^sf*Rqtsam I 

2 ? ^ s^t 2 * [.H 

.] eftqjTOTOm a v H 


snfej 3 sqstf ^ 4 5T^ gfr: I 

^ WITOI^WTO II ^ II 


Sften 3 w *RW. I 
swsfi q|qt cH^ft: II ^ II 

1 I 

3?3fl: sipfol II ^ II 


$lfi TO: 7 pftfpPte§ I 

&& ^ftsra 8 II \%<Z II 

gf&R*^ , 5RJRSf5j^|5q: II II 
1. A. B. 2, A. B. ^rt 

‘ After this the two mss. indicate no gap, but the meaning 

of the author requires here something more, between 
the quarter % usf 3p?T% and fl^rcr^JRTm. The second 
and third quarto is of (he verse seem to be missing, 
and ci%<7i etc. appears to be the last quarter of the 
verse. The meaning is “the whole universe is to be 
rendered in gesture ; hence gesture is infinite ; however 
only the ‘hand’ that is suitable (is used; even so many 
are the suitable hands;) hence, the ‘hands’ are also 
infinite; therefore the Sago set forth only the more 
common ones. 5 ’ 

3. A.B. nra?% 4. B. only one ?r<t f». A. B. «TT 6. A.B. 

\ Cf. Bharat a IX. 155. 

7. A. B. m: 

§ fc-5r-3TFm: means by application of two or three principles, 
Nam an, Loka and Sampradaya.’ Cf. Sahgita Ratnakara: 
VII. 94 and Kallinatha thereon. 8. A.B. f*r^cWl 





f^^rf qqtof^ | 

^OT spfl^ 1 || ^oo || 

^RSSPJlfacTT: 5Rt33ff: ?W*W: I 

ssarawriTO: jpr: 11* ^ n 

^qffesff ;fa 3 qra^ 4 1 
*tr qqtn ? 1 

m- wf *T 3I 5 wf II RoR (I 

BwNWtaflf KI3#SSJ qf*5^: | 

%Rgqfi^q? 6 II \o\ II 

Mf^TIRteRISg 8 ^!' I 

*3*TRRte ; T 9 ?filZT 1%S: I 

II Rotf || 

II ?RT ^RCTT?fa II 

^ fcflfiffioi fifths 1 I 

II ^V || 

ffcR ^OT 3^93^ I 

3 rq l 3 ^gg[gf 58 n^ 14 qRq^[ 1 

5RRT 5R0ipH SRSfilft ^ li ^ II * 


1. A. SRTrIL B. gWT?X. 2 - B. cJrtOT 

* Cf. Bharata, N. S. IX. 105 (Kasi edn.). 

3 . A. ;r 5 B.-^ 4. B. f^L 5. A. ^ 0. A.B. fa 7. B. ifhfe^ 

8 . B. siTcrq- 9. B. ^1 10. A. qi 11. B. fa'll 12. A. *T 

13. B. sr 14. A.B. R 

7 



3^: qjWRsriri 2 n ^ 

m qtr5 ^ffarafeR; i 

m\ f% 5 ^iR^ srf|: i 

q$rcr: qpWum ^ 11 ^ 11 

q>R&i3ig#qr wm 1 

^tp? qsnqrcrei w: 1 
anqRfa ^i^rid ^fqsnfqsrrct: 11 v» p > 11 

m mfa&H 1 

1 

am*q 3 11 n 

^fq?IR^|: ajrfi qfN&P* I 

^324 ^ qqfcq 11 r?? 11 

3rf; 8 ^ 9 5^RI§: WW ftcT: I 

Cx 

i&## vm : 11 =?< 11 

II %rn sr^tuttr II 

[^SRRT: ] 

3tH31SW55: 10 ^ I 

q^R: 12 m 3T« : 11 \\\ 11 

*%' q#mW 3 ^4 q^g^i 1 

<$ ^fq'4 =qit q^ifarg: 11 w 11 

]. A.B. % 2. A.B f;rm: 3. A. PR: B. ^srfj 4 - A.B. cR^tT 
5. A. 3T$*Nj B. G, A. B. <T missing. 7. A. q extra, 

B. ^ extra. 8.A.B. ^T 0. B. 10. A. B. § 11. A. B. ^ 

12. B. 5RIU 13. A. 



l£dRrs?l«l S[giW»KB 


ffepnncl9^t I 

33*1^ ^HJT^IS 9^** I 

fcwrnt qlra it r^ ii 

SW*®K3im : | 

tig^ra q^rc^t : 2 *i g: 11 r^r n 


zdft qf^i^srej %m i 

^^rq^qi^n: ^qsRlftoj: II R^ II 

J?«PRlRoi: wH *mV qtapraa: 4 I 
sfl^q^f^n: Sr^t 5 ^ m (I R^<£ (| 



3T#7: 28*lfeW: I 



3^nfeR^ts^q, 2S3: I 

23*1:, q^5*#fq*\ qqr qig: 7 q^°i ll rr° II 


fq%^: *qfa#$gt, q°^: qftqt sra^ (l 
m q^qfaqg 8 wfaz*? qqw: n rrs ll 


31^*q: u) fe:^qg^. q^dsfeq: 11 I 

**. 

1? ^?ifq^s^i 13 w[, f i 

Vjq? (gguRlf q|m l4 sq| 15 g*q: 16 %fei3^: 17 ll RRR II 


l.A. 2. A. B. TTcfl 3. A. B. i* 4. A. B. *** q*T cT: 
5 . B. sit 6. A.B. £: 7. A.B. *§: 8. A. B. er^frHK 

yjl 

9. A.B. 3?j%^ 10. ScF? 11. A.B. fT^^TT 12. B. ar 

13. A.B. ^ 14. A. f^jformsfcr; IB; B- qt 10. A. *sft 

17. A, qrg 





jrcnfa 3 qifR; 11 ^\\ 11 

W. WTt^% 4 3Nt 31 *TC3: ^T: I 

*fereifoats; 3 sif 3a: ^ngft^i 5 *hi 3 > 11 11 

qfasp?fefe: 7 I 

^qrafei<qi’§ *ra<pifcal m: 11 ^ 11 

3*3^ g*E# TOW ^ito: 8 I 

gfepRf 10 II II 

ll $r 11 

^^w 12 5)5Ri3 1 

qqfa# ft 13 qi^T q**rg 14 1 

15 ^i: femraircs *wrj *roran 11 ll 

%fe^ 5T3 *rg: 16 I 

feROT^fS II W II 

ferrate 1 8 3^q#rqi^3ifeft: 1 

RtferTg felf^ft 21 I? \?J\ II 

glfe^: 22 *^ # 23 35513 3*ra^T 24 1 

11 W* ll 

H 


1. A.B. <ff 2. B. f^cTi: 3. A. cT^: B. cT^T 4. A.B. 

5, A. B. ^T 6. A.B. *rli; 7. A B. ?r; 8. A.B. err; 

9. *ftf;T 10. B. §^T 11. A.B. ^rTJT^nf^ 12. A. ^ScT 13. A. fir 
14. B. g wanting. 15. A.B. 5RJT?n: 1G. A B.3W: 17. A.g’ra^r 
18. A $r« 19. A.B. rT?J^j 20. A B. ^J^nfrr: 21. A.B. ;ft 
22, A.B. yw 23. A.^ B. ^ 24. A.B. jt^P 51 ^ 25. A. 


Jiifi^i : 2 to gan^jf *i*rafcr ^ n ^ n 
to m$W'm m ^ *?^i m ^ 5 ti 

*3^KW<r 6 flli%TOTTO!JI ^ || 

% % m: m: i 

q^iTOf TO 5^ II ^ II 
TO $]% W&m #% tio 5 RT qi TO | 

<# wA I^I^qrt: || \\V \\ 

TOTOffl 8 <J? ^^Ip) I 

%m 11 ^ 11 

q?i tosts# 1 

q^g# to 11 <^? A 11 

=to 5 | er^T fit tisrofi tfga) 1 

3 TIWT 3 *T: 11 ^ 11 (^£*:) 

=TO^ TO 35 fR^ffeiTOOTI I 

^: n ^( || \\£ || 

tr^| sqjq^TO I 

q£tgt| TO ^IW^TO %A\ II || 

£ 

1. A. f*KT 2. A.B. %rqT: 3. A. B. SIT 4. A. B. 3^Tff^ 

5. A.B. m 0. A.B. 7. A.sjtfiwiT^r B. 8. A B. ^KcTqr 

9. A.B. 5i^TT^ 10. What the expression means is not 

known. 11. A.B. 'ft?* 12. A B. % 



ai^amifaf i 

m qa aar 1 ^ n ^o. u (3|#) 

^qfcaifas# 2 ^ 3 *a*aqi4al 4 1 
wf asg^a pj^q^a 6 || ^ ii (a^g?!) 

afaRi-a a^rttl *q 7 3^ i (Rife!) 
*qfefoq s OT qjg r%ga) fqa#fcl n ^ n (fia#fr§) 

3^qaTfeftaqi ma sri^ i 
qaiq*qfial! 3aa^rfqaTaa: 11 ^ ii 

^i^qf?fa) a f*qr 4 f qq^tenS 9 
^aiiaq% 4 i a aa: t*qi aai: 3a: 11 n 


aro^pq 3 fq^i^zaas^a; 1 
agw %^qraTO<3 11 ^ 11 


10 3ffapff: *qfc#afa %r%q?§Rat 3 a: 1 
miiii qt m: 1J q£qwia:q*g 11 11 


srai^af f»q^r+af a gar^ai a asm 1 


ffer«jr fqsiaa qai^t 12 qfaal aai 1 



(^ifq^q^i 14 ) 


sai3aq%ai«ft 15 sraa ^$41 1 

qai^i aqa: q«na^ aai *a: qrf"ia*a# 1 wc 11 


B. aai 2 . A.B. ^ 3. A. B. 31 %?T 4. B ^ 5. # B. ^ 

6. A.Bi 7. A.B. s 8. A. ^ 9. A.B.%4 10. A.B. arratf 
11. B. q^5ft 12. B. q^iq^qT 13. A. 14. A. q^t 

15. B. qcfcqTa 



qzjf^OT 5| 2 |q> ^q4tsf#: II W II ftpipil) 

w\i\ i 

'O 

R3dted34d f^IdrfdRl 4 <T%dt 1 
3# ii ^’ao u (\ftal) 

qqfqoi || ^ || (atfftftS) 

c, 3fajpsq>'*3I3Idi 7 epf%I %i 8 I. 

TTOm Jffijqi fS^HT tfg4i WA1 I 
f 'km 11 w i i 

S^Iddd ;^4 SRira qKdddld I 

^ v-* \ \ 

qdl# qfq^^i faRtf *#T#£d) II II 
wq fats: wtm ?m\ a?i i 

%feqdi^4t: 9 fsn^r feqdiq#£igq^ n <’a^ ii (q?5?l) 

3dlft§) S^Nd 10 fqf^St *F9§3Id: I 

<$IAal ^sRif^ipt ii •i'a’a ii (^ptf) 

qsfedgt fd%5 qdfll %3Rllft§) I 

fdtrti jpriforan^ I 

Hdqq#^ ftqdi# 315 : •ft 11 ^ 11 Osn^Sl) 

/ 

aai^at s^rafo. ’fl’3 i 

1 ^sajR^roi 5 ^ f^pi: 1 VV* || 

1. B. % 2. A.B. no *f 3. A. 4. A.B. fqjdTqfq 5. A. q*T kl 

c. b. 7. b. qt^ifri 8. A. b. t«rteriWq$f«ra*n 

9. A.B. Visarga missing. 10. B. Md 11. A.B. Ki 12. A. q?J3 



« 


froill arafll 2 q^jf%§ H w ii (q^n#^)) 

qsztaflspspta 3 q^mqjifqql 4 i 

q;li qqpratagq^t n w n (q$wia#) 5 

I qdiqfefi i 

7 3 OT# q zm cn^q^ipi 11 ii (di$q$) 

q^q $R q$i^q qmcf: i 

cfaq qimclcf: II \%X || 

qflifegis^ 8 frqq? qqfq^r: 9 gq: I 

qwfR^nfq fell *qi^q$qt: ii ^ n 

3^qfqqiH Efl|: qfft: qtffW^ | 

a?igqqftl% q feife: ii ^ ii (^sq$) 

cqil^ 1() q^|f TO n q^qi 12 liwl I 

ciat stfH q^ifeqfi gll ii ii 

qqi# qq^tfqt: i 

qqrqrafq^q^ 14 qftq =tr 3tq>q: i 

qil itiwzmw: q^qftqqlRfd || ^ II (3*qq^<l) 

at fweg# qp&%q*ti qiwslt 15 i 

^qqpSqtWi n ^ n 

l. A.B. ^T^r 2. ?crmt 3. A. jprm qt B. gwr 4. A.B. ^ 
5- A.B. This title is found at the end of the previous 
line. 6. A.B. && 7. A. B. smt 5TCSTT [ A. aTtfHT ] cTT^... 

...'T^T^Tf^n I Restored from context and meaning. 
8. A. »pTT?q^j B. 9. A. 10. A.B. qr 11. 

12. B. q^FTT 13. A.B. JFTT^q 14. B. 31 wanting. 15. B. cfl 



K-_ V T 

IWWWW Ww 






ll i) (qraq^sll) 


^s«n^H«i ^rr^TT i 

m^n qwtofcrq: 11 W II 

3fa°3fe%, W% I 

q&R6& ^3*. I 

im$\ l %: ll ^ ll (^tro^) 

*\ ^ 

sq^racfa i 

qpS^ qsifcig^ 11 ll 

3W3 ^T^E 2 q5*<Jfa ?*q^: i 

qpa ^wat 3 jte&rt i 

qo^?r aats^qg*: q^TO# n ^ n p*:qp 4 wsl)] 

qq?taiq|H3 ^i^: 4 ffe^i i 

g^g^jito 31 :5 11 II 


*qfe^i qz^i^qi %gfef^q%^T i 

q^iq^qf §H5|^I ^ gf^^T || ll 

^tIi 6 I 

^i^q^rnficqT^^i 7 H ll 

/ 

jTofj: ^y^if^i gig: qeqq^sfef: q?: I 
ift sKtf^K: ms gfgq^qflT^i ^fi i 

qra^ ^ i&m. ir^H u (afiwfew) 

* 

1. B. gr 2. A.B. 3. A.B. iRt 4. A.B. ^f^T: 5. A.B. 

0, A.B. ^ 7. A. cTTg»Ti B. 8. A.B. missing. 


qsTOTiftrfl ^ sqjqqfftfeiifdT i 

I 3nfi5® ^FpqiWddi n n 

faq: qflsg# zm s#flFmlOT i 

^5FTO[%fl q>fqgjptf3^ 2 II ^ n 

f^5^0T^lldiq^ 3 ^dt 4 I 

q^jq^dq^ ^q#3T3f!35 5 II ^ II 

qlrfl fqqfddl I 

ff® 5Ktr^rqq^ q^qlftqsf 33 : || ll(qfe%3if>teffit) 

3|fecR fcq# *m %^ 6 q^qi i 

q^: 7 qflifagsufqqi 8 H II 


w%ijiiR|i =qfedi =snpte§: i 

o 

sreqqteoTj qjprqqfdfef u *<z\ n OnaRitaon) 



II ^rf^l: II 


qtrfi ftpffi: I 

5^1 fgfe^t 12 , TOR® II ^ II 

3HM qi*&faai =q^q wAftm \ 

qftftfsa# ^rm ii ii 


1. A.B. 9T 2. A. ?qq, 3. A.B. =ar 4. B. qTgcft 5. A.B. 3TRd: 
6 . A.B. 3r 7. A.B. 8. A.B. The name areT^qt marked 
here additionally. 9. A. B. 10. A B, ^ ^ 

11. A.B. Name missing. 12. A.B. ^ , 








ft#q*n 3 ft# qrcataftqq 4 i 

■wsgsci# ft# qqj# qfei#!! i 

a** 3£%# wriclf qftor q^q # 6 || ^ || 

II ?Trf g^HtyS^trn^ || 



7 flq5£fegRft:g5Tlft if#qqq; i 

q^fi q # 8 ggunft qq^| y n ii 

q^SffR m: 3f|: #gqqjftft: | 

* 

m qwfcftqw? wmiftqq 10 11 \cc 11 (qq *0 

3|J^ 3 i 

5ur<£<? ii (35ii|ciq) 

13 sh: qqftq *qpq%qq qqqrqaq; l 

q# q# mrii% qgsra^ n ?*>o n 

sffga spsft qft ftq^m 14 ^R i 

5 ^TOqr&3 ii ii (m^) 

16 ftgqrcr qq^g *pq#ft ^§r& i 

ftga q^q qiqqfiq W 7 qmT i 

ftqRF#f%q 18 5 rffTpi 19 qfft 20 ^: n 11 (ftyqq) 


1 . A. JTT 2. A. 4 B. c*T 3. B. *r 4. A.B. q\ 5. A. m x 

B. 3TrT v3j55*ft' 6. A.B. vr%r^ 7. A.B. ^Tgg;T 8. A.B.'Isff 
9. A. ?5$T°T rT9? 10.A.B. 11. A.B. ^T BTOt 

12. A. B. ?nf^T5 13. A.B. 3T^T: TrTcfta 14. A.B. JTcr^ft; 

15. A.B. $r ; 16- A. f?ft 17. A. 18. B. ^ 19. B. «5fit 

20 . A.B. ft 



* > 


ii ^ || (sR#qe^ 

[ ^<*$PJW] 


3 *t^qflqqi 5 ^ qi^few; i 

fqqr&nq^ 6 ^ 7 qqrfcrcr 8 w 11 11 

qq qq qpaqtf q^ftq gt: i 

fqqsq qftqqq mff fqqqqq u ^ n (fqqfdqq 9 ) 

rqqfqqqfcqiqTq; ftiiisq^d ^qq l (sra^ 
auqiqi^ qmi: qqjq?|t qqifaq; n ^ n (srcnfcfe) 

q^qpSgq^ ^pfi 10 3 ^q; i 

a^qift |w tqfqqfqteqqW 1 n n (3^3) 

35 r^qt qf^ ww 12 qq qqq; 13 1 (qq^) 

qi^qtl^q fqfqqtq^qfNqq 11 W II 

w . 14 qi^: gg 15 ^q^Sr 3%: 16 I 

17 q|qi%fq qqi ^ 18 q pq* mmn, 11 w 11 


m ^ dd: «JjTfq^ 5T5t foq 1 
, 33 w ^ ^Vqifq^is^q 11 ^00 u (wq 

qq *q?q qq ^ 20 gfq qq^fq 11 (*q?q*o 

% 

2l ijOTlJIsq|33^W|^^8J5!fllR3 || ^o? || 

115 ft sraerolfa 11 

— _ * 

1. A. *if 2. A. <ft 3. B. 5FT 4. A. SJWRT B. 5. B. $ 

6.B. ma 7. A.B. *eT£ The pada is hypermetric 
by one syllable. 8. A.B. ?T omitted. 9. B. missing 
10. B. eft J1. B. sfm^uiT 12. A.'if 13. A. 5T eRT eTW B. ^ 

’ V 

eRTcW 14. A.B. ^ 15. A.B. gg absent. 16. A. cf^rif 

B. erfer: 17. A.B. ?r 18. B. jw 19. A.B. 

20. A.B. qn 21. A.B. 'jinq^qfq^l 



#*?<?! fesfl 1 11 l^glferr rf^T: | 
q^B qsfcfe^r 3% =q <##rW it \o\ n 

>ferr qfcq} 3 srtt i 

qBTqrtfe^Rqfiit: 4 #<bi qqr n ^ n 

qtaqiqqfsqiqi q^Rwqqq; i 

q*q*q q^qife^r 5 sft ii \ov ii 

sgqt qsqtfjqqq^ sb 6 q*ifg& I 
q^qifqs# qr qj fofqiqqq 7 qqi h ^ n 


qqqq$ qraq^g^qi&q^ i 

3gltrTI WTsfq q*fq qi II ^ (I 

ii i[f?r 

^ q^sq 9 ^qq 3^fqfqq<§q | 

^jqf: q^qi ^ fq|q q^l: n ^ n 

qqqtaqq: q^of; qqq g§;: 1 

q^#fqqf qfaqraqfe^ 11 ^°<r 11 

sn^swFcRnSl qsq 1 

10 *^l#fiq3t n #»TT WT qfeite% 12 II ^ 11 

/ 

qfeqBJ^ 13 qlBj *q*qq tftfqqi^qt: 1 
^: 14 qfeqifq^t qqjp^ft qqi 11 II 


1. A.B. fevrr 2. A.B. Cf: 3. A.B. rn 4. A. rT; 5. B. fssn 
0. A. ^RT 7. B. ctJjt^ s - B. 0. A.B. ^TT§ 10. B. ^ 

11. A.B. 3$ 12. A. B. 13. B f^rq 14. B. ^ 





s?n*n^ apsl; 3a: 1 

fola «sl|fi gsraifa 21 #^ 11 ^ 11 

4 

II II 

^ 3T%felffe^ I 

mi otf sng *w% 11 m 11 

% 3 \m ^Haftera 1 

3ii3%s 3 f^ %^f ^ n ^ || 

4 ^ %^q 5 w qq^Rtfqqmt: 6 1 

q^3% qw?%fepi 7 11 11 

8 ^5 to fflfri qgsiRRf 1 

^ «n3%: 9 ^qi^ 10 4fai#^qfftg n 1 
wiw w ^Ft aw qg^ 11 ^ n 

11 skt sih sngqurfM 11 

qftf^ sra W^aSlgifeiFw 13 1 

IB qgM q4 sijpn: 11 ^ n 

qfet ,*m qto i 

wiTOPKn^ 14 f^qi^ 15 srig#: 16 qqq; 11 ^ 11 

% 

qF?fq$q<Ji[%R 1 

qqk^wM *raer«rcinl qft 11 \\<c 11 

1 . B. ^ 2 . B. 3 . A.B. No avagraha. 4 . A. sr B. *r 

r>. B. fsrk 6 . A. ^ 5 ^rf$rFpTTcr^: B. jrcrfafcrft^T^; 7 . A. ?r 
8 . A. Gap. Three lines here lost. 9 . B. sft 10 . B. qt 
11 . B. fqTlf^j 12 . A.B. $ffaT 13 . A.B. ^Tt?q«rr 14 . A. rffiiqg 
15 . A. B. 16 .A.B. J?t 



qjrfc fqfqqR^ | 

atifewnll 1 *qj^lf|dg<#^ 2 II n% II 
mti CT: 3 qtw 4 I 

sifWF: ^JTfrR 5 q^JI q*: || \\o || 

snftfr tcssifrt qra 6 s*r^ift% 7 1 
‘WtoR^; ItoS [fTO] 9 3^: 10 II ^ II 

OT: 11 SlI^rR *1& 12 q^ftqf =q ^ I 

qp4nift 13 fe«jR 14 5rR qsjRHlftS I 

%%: 15 qra 16 ftfa ii ii 

II f RT 3TiOT?fa || 

^I^^TRfflRl^fl^Tfel: I 

m q^ 17 fei: 18 m ii \\\ ii 

*$m r *foter: ,9 *mt m 20 1 

«\ 

aifglSfSqtsfclT: 21 II \\V II 

''»J 'O 

1. B. % found in addition 2. A. Jj^frfT B. JJ5RJT 3. A. ^ 
B. <r 4. A.B. ct: 5. B. 6. A.B. qisr 7. A. *wtM 

8. A. A short gap of 2. or 3 words, probably wrongly 
indicated. 

9. B. Gap. ‘f*TJRP restored from Somesvara’s text, which 
has these five Janglia-karmans, with the diference that 
in place of Bhramita of Jaya, Somesvara has Paravrtta 

f 

which is adopted by ttarrigadeva. 10. A.B. 

11. A.B. No visarga. 12. A. B. ,13. A.B. iff 

14. A. # B. R 

15. A.B. fVctt; ablative, makes the meaning clearer; 
the meaning is ‘ with a side lifted up from the ground, 
as in the case of one lame or one with a wound or 
prick of a sharp object’. 10. A.B. qi^r 17. B. <3[T 
18. A.B. sm 19. B. *Ttt 20. A. cTh 21. A. aft ^TT: 
qt fSTcTT; 



/ 


g roi ra w w , 

.[jRTOf:]. 

II II 

fer^i ^ mirol i 

<R?l3 fl II II 

5^1*113$^ ^ift 5 SRlft | 

3S#W 7 35 ^ qiRI^pqlsfe^: || ^ II 

qfefer: *? to qwi^ 8 i 

w%sfi ^ n ^ ii 

qjfcqJT: 11 W7: ^fl^frsgfesg*!: || || 

mgw Mr "ft 13 ^i 14 1 

qiPoRT g^rci^ aiwjJ 5 ii ^o n 

afe #PT3?|t WFlf ^ ^ i 

qrwii ^sra^nfi gg&g: ii \y> u 


1. A. 2. A. ft 

% 

3. There is an unindicated gap here, probably of two or 
three lines, in which are lost the further usages of 
Agratalasancari, Todana, Sthita, Pidana, Bhumi- 

tfidana, Bhramana and various Recaka movements (see 
N. S. IX. 274,GOS.), as also the definition of c * Kuncita 

3%ht «nfwr: I 

^ ftfNrW^ *r «Tiq: ffNct: to: II (N.S. IX.27, GOS). 

4. B. 3Hqf^cI 5. A. ft 6. A.B. =q 7. A. 5T 8. A.B. =3^ 

9. A.B. 10. A.B. © 11. A.B. <m&T: 12. A.B. ftfcT 

13. A. *ite*fl ( T^_B. 14. A.B. qn 15. A.B. ^ 





fWw«W H^Wfljfl'WV %\ 

'^t^sf 2 ^: 3 «tr* MrttaKsnf^s 4 i 

«rifcf: <?lfoi»RI ftspj; II w II 

> 

q&qiql *r%: (%%oftfqq | 7 1 
3 ^: ^fer: mm*]: qfr fif ^ 8 n \\\ n 

*25d: qir=TO *F^ qTT^JT: i^lfflW I 

fts^q$q 10 m&i qj w: qre^isl 11 \\ \\u n 

Cr 

STR^t ^ >#^ 12 tf^qgirrqft:* | 

qifcojgfe^ q) ^S 13 ajpilpjj fogfo || ^ || 


1 . B. qfs 2 . B. ^ 3. B. 5 4. A. reads here, alone, the 

name q’ftq: somewhat wiongly. 

5. A. f^spr B. ^TT’iJffqih^r. Reconstructed on the basis 

of meaning. The application of the hind-foot as goad to 
the animals one is riding is dear ; Somesvara who gives 
these varieties of foot has here ( 0. B. 3 

7. The usages of Mardita are not given by Sarngadeva ; 
Somesvara gives them, but all those mentioned by him 
apply to Nrtya, except one Apasarpana, i.e., moving with¬ 
out the sole giving up the contact of the door, which 
refers to Nrtta; the sole usage of Mardita mentioned by 

Jaya, viz , FE%yftfqrq, seems to refer to the same 
Apasarana-movements of Nrtta, those in which the sole 
is moved close on the lloor, called so probably, because the 
tinkling of the bells alone indicate the Tala'and Laj^a 
in this. Of. Balaramabliarat a, TSS., p. 100. See also 
below usage of Pfirsniga. 

8 . A. B. 9. B. lirst word missing. 10 . B. ft 

11. B. % ^ 12. A.B. <q 

* This line is almost identical with what is found in the 
corresponding context in Somesvara. (p. 178 of my 
collated Transcript). 13. A. 



•TTOSTIH5W1H 


sff^ssnt ^ni \\$ n 
*$foro to wft ftqtarT i 

^: 2 w^ «HTO^fd: 3 i 

wik v im ^>if ^ *tot \\ \\v \\ 

ii [f%] qr&qm^w 


m 4 , rofete^ i 

C\ '-> 

3&mi: §%rfl : 5 WW ^ 6 %HI : 7 WTO: || ^ || 
3 ^P 8 p«fcl»l^ STO I 

3%ffl 3p#WTO 3^ 9 qfe II II (-%HI:) 


TO ^|f^r=TT: fHKTPTO I 

#'^TO5TtTO2R|Tfi53 #TO: II \V° ||(ffe) 

^%«BI : 10 ^rsqj: 3 % n ^S^3 12 I (*3TO:)* 
3T^%I: 13 TOWT srMffl: 3^: II ^ II 

#Jjf ftsql ^ 14 feftfecT II (^%ei:) 
f*TO TO 9$% *g: WTO: || ^ || (WTO:)* 


1. A.B. ttt missing 

$ The Ariguliprsthaga and Talahati are not given l>y Some- 

/ f _' 

svara or Karhgadeva. 


2. B. if, 3. A. B. ff?r 4. B. <T 5. B. cT 0. A. B. <x 
7. A.B. visarga missing. 8. A. 2T<TT B. qcfT 
0 . B. ITT, evidently thcDravidian equivalent for Mugdha. 
10. A.B. No visarga. 11. A.B. JTdt 12. A.B. RT^T. 


* 


, ^ / 

Somesvara calls theso ‘URIR/TIp; so also S.lrngadeva. 


13. B. RT 14. A.B. # 
1 ‘f^;’ in Somesvara. 



tsmsrom v* 

SRf^cTl : 1 to*cTOpi to: to: | 

«?!^^t ^JT^fft 2 ^ to 3 || \U\ || (3Rg83cIT:) 

^ptfpi: toil: fl£I 5 pT to : 6 to: I 

3f35 *: 7 # 1 ^ I 

^f 3 #f ^ptof ^IWi 9 sfi =3 || ^ || fagStigm:) 


sipw^Sl^ ^pto 10 iptoto 11 1 § 

Sf^lfll 1 ? sm SlSjfg^'dto fl to II \UV || 


3? 


3^if^3%'d: 1 " I (3%Fb N ) 

5#T%S^SWI^ to *g*M 1 ‘tor I (3?q^3) 

3: II \V*\ II (fl^: 17 ) 


16 gtoi 





II UcT Wl^n^T 553PHBJI 


m totowto .13 i 
to srpra^ stop-to^i H VA n 


*» 


$fcr ■» wurTRi^nf ^rnc wt; -t-va a fsrararafr 


r\ 


aiffR'^TOSIW ferfriVs^n^: II 



A.B. 3 frfT 2 . B. Jiunfa 3 . A d is. dt 
0 . AB. vf : 7. A 13. IMo visaiga. 8. 
10 . A.13. <-5dr 11. A.B. 


4. A. optF 5. A.B. -4TI 

'O 

A.B dto 9. A. oft 


§ The meaning in : The toe, when taken together with the 
other fingers in contact, partakes ol the character ol the 
‘fingers’of the foot and as such, the Ahgull-varieties 
given above will then apply to the toe also ; but, when 
it is separate, it has three special varieties set forth in 


the next line. 

12. A. RF 13. A.B. R 14. A.B. RF: 15. B. 1C. A. 3F ^ 

17. B. 



[ m ] 


’flRtf^lSSlT q^Jlfit ^RT qSRlf5ljJ?q!R II ? II 

qir|qi%Rq[f?g 4 qR: qRORRiqt: I 

2 #fiRt?pT #tfi 5 ffl5 ^RTRW : 6 q?R II R ||* 

qil 7 qJSnftqRRSlsqq 8 ^ I 

ftfqlq: 9 gsjiB fJIflf q q^qfi W3: II ? II 

*\ ' 

9 -q qRVI 3 W|R £3 qrt: I 
qi?3Tf^?.<ot jf?Mq Rqq/ U || V || 

11 .WRj^sif q^aa: i 

i?qqqRqireqf qR^ift 13 q^ifqft n ’■*, n 

qj?#Rq q^R: u qRlH rjrir i 

W qR%E|R:, jjR^g fRqFqfa: || 5, || 

^iRawsigWqi w wfewqsR i 
itl 35 %5 q qq^Rqif^Rt ii ^ n 


1 . A. fft B. ql 2. A.B. %\ 

3. A. ^np-ffsTcflssTT B. Sy audita is evidently used 

here in the Slesa as meaning a stream, Syandanika. 

4. A.B. ^ 5. B. corrupt. C. B. ^Pt qn - : 

This is based on Abhiuavabharati on N.S. X. 1. (CIOS. 


t Hi 


Vol. II p. 93, lines 4-5.) Cf. Satigitaratnakara VII. 904 
and Kallinatha thereon. 

7. A.B. q 8. B. nrri^qq 9. B. 51 10 A.B. aqsTirjj; 11. In 

both A.B. the line begins without indication of any 

gap; the gap is however indicated after qerefcT:.I 

12. A.B. ^ 13. A.B. ^Tf?r 





1 * 

IfflWl^W wKWNfcWIH ^ 

3% im l ^ ^ft: 2 fan ftjfei p* ^] 3 1 

W srfqai JF1T II <T || 

flsn^f^ri to 5 R^qi i 

^Tlf^ 6 ^f^drff3I 7 ii ^ n 

8 *mtaTRcW 3 $[ SR^q^r^I 9 cffi : 10 I 

11 ^FT: 12 qtetfal: R#lfof: || || 

^I^^f : 13 *g: I 

g^feMfll 15 ^ ^qifafT II ft || 

SRft 5 °SI ft^fdlfeT dd: I 

'O 

3^ig^ 16 ^i 5teRfcfa tern ^ n 

3 ?I^I %^?: 17 *gai«U 3 T : 18 RT^: , 9 mrTlfefa: | 

TOTOK55npi: || ^ || 

fcl^N 20 QWfai ^Wt 21 ^lRl^ 22 flN I 
m: fq?g^«uft 23 wirai ii ^ n 

feE: qif&R^ [WKf] 24 ^ 1 

*r qi^q <t«ti^ 25 mtfafi wm ii ^ ii 

B. 2 . B. ftpr: 3 , A.B. Gap- For the restoration, see 
N.S. X, 6 , GOS. edn. II. p. 95 . 4 . A. cTT B. ^ 5 . A. srs? 

B. 6 . B. 3 J 7 . A.B. 8 . A.B. *wrcrR; 

/ 

9 . A. SlferTT B. 10 . A.B. Jf 5 T: 11 . A. 3 ?^?^ 

B. 3 ;^ 3 12 . A.B. afr 13 . A. qqcft B. <jatf 14 . A.B. ?et 

15 . A.B. cScTR? and then gap upto *«TTfe(f^)qiT 16 . A. aft 
B. ^ 17 . A.B. ap? 18 . A.B. ^ 19 . B. ITHC 3 T 20 . A. 

B. *n% 21 . A.B. fir 22 . A. 5 ^ 23 . A.B. sjrtf 
missing. 24 . A.B. The line is wanting in two syllable* 
and a word like this. 25 . A. ^rrar^B. 



srS mf ii ^ ii 


qqq *Rtfi q «?i^ 3 w[§f i 

^Kfeq?l%#T; II ^ II (tfW?l) 


qiq?qi9deR]qi qfofeqq: I 

STlf^T W || ^ || 


qm ^ i 

^SHI^f ^ pqRT] 7 ^qj fetfl qcTdJll^ II || 



*?«ri hi sifou |^i qi?*g a^SR: 1 

Rdr 12 §3ffe: s^^fej ^ 13 11 v< II (^W 4 ) 


]. 13. q 2. 1) ft: 3. A.B. ftfvp and then gap. 

* The restoration here is based on the sense of the passages; 

Java takes Saniapada ca.il to be a real Carl involving 

movement according to its name and not a cari by 

courtesy as all wiiteis including Abhinavagupta (p. 97 

0() t S. II) and Nai hgadeva (p 757, S. It. II, Anandasrama 

edn.) have taken it; more of this will be dealt with in 

the Introdution ; suffice it to point out here that, what 

Java means in this verse is that Carl involves move- 

ment, and says that Bliarata too intends so by using 

the plural ‘padaib’; otherwise, if it is a mere pose, we 

cannot have, as distinct from this, the Ivarana called 

* • 

Sumanakha. For Samanakha, see below and N.‘S. IV. 


C3 (COS. I). 

4. A.B. ^ftcT 5. A. B. After this a short gap wrongly 

shown. 0. B. f% 7. A.13. The line wants two syllables 
and the Mss. indicate a short gap in between the two 
f^icqi s. 8. A. g 9. A ^srrcjTR B. 10. B. 

11, A.B. TO 12. A.B.ffT 13. B. «BT 14. A.B. 5T«ft 



fpforrarft 5f5T$: \s* 

'ftqroite: 2 *Wt 3 qW: 4 ffPPPi: smife: I 
<raaR5p3t qW RlfefTq 3 fq^ j 
ai^rRI^p^3R|^^mi: 7 II ^ II (f^^l) 

3)31 trq fqqqqRj | 

N 

q??fq ^ I 

9 p%^mii] m%& ii rb ii 

*?fesi%T^0I m$\ STf^TO: | 

^ *mt j^vqf mi sfei m wi 10 11 \v n 

ST^f sfWT^mr: | 

^^DT^cjfcjq^lJ]^ ....]" I 

%rt> %ffe II ^ II (5T5jV 3 

WW: 14 I 

f^4fe SWR^# ^0? I 

*S. 

fe^s^fffi^ qrr qjq l5 w?nWra ll =>s n 

1 . A B. fir 2. A.B. ^ 3. A.B. ^ 4. A.B. ^ 5. A.B. qfa 6. B. 

7. A.B. TffiH; 8 . A.B. jtt 

9. A.B. wigsr.•• a*n. Restored tentatively 

on the basis of sense, tlio Carls Syandita and Avasya- 
nditii involve the same poses as the »Sthanakas Alidha 
and Pratyfdidha, buttlie two arc different, the for¬ 
mer having a movement, and the latter being static. 

10 . A.B. PTOPJcTT 11. A.B. .. gap. Jaya’s verse here giving 

the alternate definition of Baddha. being only a 
metrical recast of Abhinavagupta’s words 7T<5Tjft»T can be 
restored as but still two syllables, not however 

essential for sense, are wanted for the foot. 

12. B- 5*33*.JT^ 13. A B > *ra... 

14. A.B. *r; 15. A.B. 





V9^ 




1*331 srca sRfti Riai 33 & 11 1 1 

BR^t^lHII R» II (5135JTC31) 


353R3K35WF3T 3?t33 3 f3ff|: I 

fog!: 4 w^iqf fN3^3f3#& n ^ n (ft^^i) 


3333*3) 5 %3T 3R3l: Sffl^rl 6 333,1 

3 ?g-q 333 7 §3*%353>i 9 ^lf33i.... II ^ || (q55'%tsftfeir) 


3?: 3Slf*3W3 313313 33: J3: I 

fg313S ftHl^PI 3H3 11 ’35 383: I 

fee: 12 *31333*3131' 3 HI3*JWi33^3, 14 || \o |l (3133f3:) 


3ifeBI|B3T*ll«lf 31511*3*3*3: 31313,1 
313*333 513: 15 3 I6 [3 f# 3 3]3I333, 17 II \\ || 

^WIpR 0 ! 33 18 gt*3I*33I 331 I 

*f33: Ife33l33l 19 33?*3l 20 f33^§t: II ^ II (31**tf*33l) 

1. A.B. tTTR 

2 . A.B. gap ....5Jr%. The three initial syllables cannot be guessed. 

the sense is complete even otherwise; see Abbinava- 

f 

gupta on this alternate laksana of Sakatasya, GOS. II; 
p. 97, lines 10-11. 

3. B. £ 4. A. 5. A.B. 6. A.B. which does 

not fit in here. 7. A. 8. B. 

9. A.B. Gap. is restored; two more syllables are 

wanting; no essential word is however lost there. 

10 . A.B; <3 missing. 11. A.B. 12. A.B. Visarga wanting. 

13. A. B. *R3TTft 14. A.B. *T*Tt 15. A.B; 

16. A.B,Gap. 17. A.B. <n*Tfa: 18- A.B. 19, B. <ft 

20. A.B. ^ 



3ffl 28 1 q gl%S: m\<l m ^ffdl *Ffl 2 I 

qfetfd g$: ^ff^TSsT^ II \\ II (s%T) 

3 d3tf^l*r%q 4 ^ 5 J?pfa f#qf I 

3 ^^ q^f qqftqiq*!^ || VMI 

q?re 8 w-zft q§; i 

8p% 3 ^qfosp tfcj[ gqq^ 9 qiqqt: || ^ || 

qm^i 10 ^ 11 q^gq 12 *™^ 13 1 
*RWI^fiT I : 14 qfa^Pw^Rg || 

qfFqlwftfcr sfiiRq^all gfq i 

17 ^prqj^ gg: ^™i ,8 gqTO: 19 ii ^ II 

% 

qil qqt 20 it^qq|«r qgq) I 

q%di q?r qxT^T qisng^q 21 I 
3mqq 22 fe^% q^ IU<? ll (*m#) 

1 . A.B. qff vhichisnot applicable here. Cf. also N S. X. 23 

and Abhinavabharati, GOS. 11. p. 1)9. 

2. A. reads the title Additn here. 3. B. cT missing 4. A. rnqsr 

B. 5. A. qyr B. 0. A. cWl 7. A.B. grlfis 

8. A.B. 9. A. r*jor B. cqfa 10. B. qfaqi' 11. A. qwp 

B. q^rTfj; 12. ABw^q 13. A.B. Gap...14. 

B. c*f% jj 15. A.B. This title is taken as first pfida 
of the next line and a half-line gap is then indicated. 
10. A. psq B. fc53 17. A. <J°i B. qfoT 18. A. ^tmqT B. qf=HcTl 
19. A. qtq^; B. *TT«T^. After this the title is wrongly 
found. 

20. A.B. fit 21. A.B. cTT^t 22, B. § missing. 





gaw 98§st <31^ . I 

.[3T5T 5F2TTlrT:]. 

.ii ii (^5^i) 

SR1FT 3^: h\m qi^fc! 2 3 4 * *^: I 
4 [^nai«Rrt.I 

3PM qm\ df %: II Vo II 

qj^ qp§ *#s q?tf&rctsa%i; n ^ i!(3rfaq>Ri) 6 * 8 

7 ffed ^vn &qd mi q$ i 

m ^fed 9 [WiS] 10 2?ftfd m ii v^ ii 


1 . B. Gap in which definitions of Adhyardhika and Urudvrtta 

are lost. A. qq^r ^ngl, the beginning of the Adhyar¬ 
dhika definition and then without indication of the gap, 
the concluding part of the Urudvrtta definition. For 
the sake of reference, Bharata’s definitions of Adhyar¬ 
dhika and Urudvrtta are given here (N. S. X. 17 and* 
22 , GOS. pp. 97, 99): 

cTFTfT^qTJT % %qr n 

ri^^ri^qi^?T qifOTRf#^! i 

ct«qt§kvTT *n h 

c 

2 . B. Gap. A. has the words ^q^FP*ftcTT 3. B. <T 

% 

4. A.B. Gap. Words in square brackets restored on the 

basis of Abhinavabharatl whose words are closely 
followed by Jay a. Cf. also Sahgita Ratnakara, VTI. 
951-2. 5. A.B. fs 

* cT^T feffiqrf.— 5 %: 3TRnq?f:— Kirtidhara who understood 
Bharata’s intention. 

0 . This name has strayed to a line below. 7. B. 3 f(%rf 

8 . A. <T: 9. A. 10 . Gap. qi^T means qi^qi^rrarfterfl; 

see enumeration above. Restoration necessitated by 

what is left in the mss.,— *RTT | 








rrFirwi wJtTO^TORj ^ 

« 

f|afas? ^5f^R qr^ | 
qiqg^nf^farcq 2 ^ 3 #f^rctwii^ i 

4 cT5n^Ci^ qif&rqos^ft fe 3lq*r: || y^ ii (qp^ppeii) 5 

q^r =qw 6 [feiq]|l] q^g^R ffeig 7 1 

*qq?^ 8 q^Ffqqraft m ^ni yy n (st^ri) 

3%R qygr ^.q|4df j 

ffSf q^flhrr^^ 10 fq§q n q^?nfen^ n y^ n (stori) 12 

q^ ffeqgfe'R g*t 5iff i 

^RRmqlqRig 13 ^qi*R qm^ 14 n y^ n [ ?rt] 

^RWRlfR 15 qR3%Rt^q 16 qmq^ i 

sg§3T qtf sif rcfeq^fsr i 

q^i^q ^%q 17 ilsNq wt^ ll w II [ gb^di ] 

$ I 8 f%d qj 3 [ *qqfaW 9 5 ngq;q; | 

sq^‘° qlsg^q w%k fqqq^ n y<r n 

q^Aqi OT^qmi g^ifeai rt i 

qi^iqR 21 ^fn4 22 qmft c qi 23 r%i m: n y<? n (gsrs^tfori) 


I. B. Absent. 2. A. Gap. qr^grT...^q 3. qw -which cannot fit in 
the context, see next line. 4. B. line has strayed above, 
as it refers to Atikranta. 5. A.B. Name found at- 
the end of previous verse. 0. A B. Gap. 7. B. cTT 

8.B. $ 

9. B. qT«jdt 10. B. J^Tcqi 11. A.B. sfa$fa 12. The name found 
at the end of the previous verse. 

13. A.B. q ^qqFFHJT 14. B. 15. A.B. fad 10. A.B. cqeq^j 

17. B. tfa 18. A B. Gap between *$ and qT*!. Restored on 
the basis of the Abhinavabharati which is very closely 
followed (GOS. II p. 105). 

19. B. 20. B. Jft 21. A.B. qicf 22. A- m 23. B. «TT 







ggsraiRq q^ 1 qsqiwRflfq^ i 

qiRRi i 

W3\ ^TOS^fa 4\lm II V -I ( SRqqj ) 

q$ fqfesqfR *qfaq*qq |r %: 3 1 
3ft 4 qq fe: q$ fqq gq: 11 ^ 11 

3R#0T fq% ^5f qrfcORT qjM 5 ^ | 

^fq^T *n qq&fq^ifse gffoi % 6 11 ^ n (qfe) 

f^w-orfeqqq;qqf%q ggqt qqq ?1 
qiqqfoqqf q qpS qq gfq %qq; 11 ^ 11 


ffwi qq ft|qi qq qg^if^i1 



ferfR^gt^R $Rq q^ gq : j 

10 a*ifjrcqfo$ ggi qpH; qiRiqi %qq 1 

q^i^qi ws fq^mifrqr «) [{ 11 ^ 11 (q%qi) 


gqj?qifqqr %qrqq qisq %q; 1 

?iCit qpqq qqi^ 12 swft ei torr 11 II (*wft) 


Pfy^qRirfi 13 ffeq q^i 3q: 1 
^g^qi?qq%q 14 qqRgRqqj 

qq m qosqi^fq qPsq: qR#Sqi 11 *-vo n (-^q^i) 

I . A.15. qr^ 2. A.B. sfft 3. A. ct 4. A. at 5. A.13. afcR: 

O. B 7. A.B 8. A.B. a; J). A.B. lo. A.B. ^ 

II. The alternate name given, most probably by Kirtidhara: 

is not clear. 

12. B. ^ missing- 13. B. ef^Nfi 14. B. 



2 gat qfoaifegSS: q^: qa?qa I 

33^*: 5TFit q«^5qTO | 

#faaq to fqg^TFm a^rsfagro n ^ n (fqf^Fai). 

3iT3^^ 2 eq qiq^ $f%a qi^ssa i 
q^ ^®qr 3 ^s?qtsf&: 4 ssqaigftq qai II (asfen^:) 

3 #^ qi^Rte 5 ^ qipq m mn^ 1 

sq^qftqar to 7 qnrsrc§qTa^fq 1 

NJ V*! 

8 toto qataa? wifq^i (0 11 11 (3gg?) 

3f^«T ffea q|a qpsqtefeq^ feq^ I 

*qqp5 qir&rar 9 q*qf Iteiqrefa si «jai ll (ste-pro) 


qro g^qar ^ifi Q^ifq qfasqa: 1 

SqqT: f |qj TO^t* TOTO II ^ II 


10 


^ajqqaai *qrai to s^qai 1 

Wii 11 m: ^s^q, 12 %km n m*i 'ja: 11 



qaaiRtaqfts^sft aat ^af, qa: w>v.\ 

*s f 

aa 14 r%fc qa: aa^ 15 ^ a^i^ 16 qsaq^a: ll 



q^qjq! 17 fiaiqf 18 qj qrai qrfa gq qqi 1 

^€T: ^qqqqfqcqtl 19 q»&IPW& TO II ^ II 


1. B. 2 . A.B. * 3. A, ^ 3 - B. 4. A. -4RF: B. ?? T'4l: 

5 . A.B. 0 . A.B. FTt 7. B. snsu 8 . A.B. cTcTT. After 

S’g'w the line is not clear; it mentions a more common 

£ ^ 

name for the same which is not clear. 9.B. TUuHr 

10 . A.B. 11. B. J?t 12 . A. $ 13. A. rffea. B. gpfN?*. 

14. A. B. Kt 15. A. cT B. omits ^ 16. A.B. %5TT?T 

17. A.B. sf and then a 5 extra. 18. A.B. 4 19. A. ^fsrq; 





1*^ 

9?R^^tS5r qisij, 3^: | 

qsrafepht qwtit qwti i 
n-^qqfq |ql' sA 55^'R 2 ft^TO, II ^ I 


srrs [q^r§:3 *idtai sfenfRqq: 3 1 
=qraf spffci^taj gRRr^^j: 4 II 



*» 
;l 


^Rriftq g^WRR 

mfeffaq g^iftdi^qRTqq; i 

VO -s x 

8 ^q^q[% ^ 9 ^oj 10 3n*RT4: n || SC d 
II ?RT ^TKt^TOW^ II 

wiiwif^n 12 i 

wim 5$ R^q^ n ^ n 


t %qfei | 

I3 f«rai *i%^ 14 d^crsfi 15 &feq$ q#R ii v3o ii 

qqiqi q 16 Rri qq aw^fesn^i 

^T^i^fcqrcfq^qt 17 ^nq%qqq: (0 n ^ w 

1. B. *TTf) 2 . A fcf 3. A.B* .?ET; Cf. Bharata 

here, X. 50. (JOS. ^famif^TTf^PET: | 4. A.B. 61 5. A B. 3f 

0 . A. 3 7. A.B. ^Tff 8 . B. omits 9. A.B. ft 10 . A.B. 

fspramq; 11 . A.B. stisrtW 12 A.B. sngtfr^TT. For restora¬ 
tion see Sanglta Ratnakara, Vlf. 1027. 13. A.B. f^RTT 

14. A.B. % 15. A.B. 16. B. ?t 

17. A.B. The words +risretfsrT 3 are corrupt; either there is 
something here in dual qualifying and meaning 

‘expressive of emotion ’ or something independently 
going with ‘f^rrafaffa;’ and meaning the same thing. 




vsv 

flfiT: 1 ^tsfi WQE&fo | 

%*A II ^ II 

R3>: IK: 93 *W\ qpSl#sq*: | 

aRqtorc: ii ^ ii 

ajfwroffer f%fe i 

Wi ^tr ^ 2 f^^i 3 fa%ierc; ii ii 

SFfaTftjRt fwt: ?TRt: 4 : ^gf^qt: 5 | 

^fcn: 6 ^smilf 8 ^qtsfq *wra: n ^ n [ffa^i 

mi 9 wri^ 10 ^ *wi i 

#0^ ^ qq qqqft II II 

fcnr# ,2 f?i^r Rgq^TO i 

$\m: ^JR5RR: 13 1| ||(^q^) 

SR 14 ^#^^ 15 ^ ,6 q^ I7 m^: 18 I 

affit 19 RISJ^T 0 &%m 2] W: II || 

1. A. m B. *TT: tffPT:’ means closely following the 

eye-movement; the eye, the seat of feeling, is the 
essential thing which every other movement appropria¬ 
tely follows. 

/ 

2. A.B. ^ 3. B. ?IT 4. A.B. apRl: For the restoration, sec 

Bharata here and Abhinavagupta ^qtrpTff^. 

5. A.B. tqqh 6. B. visarga wanting. 7. A B. %4t 8. A.B. 

9. A.B. fffiflcT.10. A.B. ^ir^qr 11. B. %\ 12. A.B. w 

13. A.B. % 14. A. 4 B. £ 15. A B. <rraqq: lf»- A.B. &p\ 
17. B. fi 18. A. qrqqt: 19. A.B. 3PrTC 20. A B. 

21. A:B. fqftfq 




rt*St *$£$*# qi^Riif^ ii ^ ii (*km) 

2 ^ q?4g# qi$ 3 ^jw 4 er#?§l 5 1 

faq^te w$ m m% 3n3^»?i 6 11 <ro n 

qqRT 8 ^q^: 10 *F^(?) n fe^ll^ I 

Ji^i^i^q#if ^ ft^q^r ii ^ ii (jp^) 

qw: qi^ $Hrat 3^: 1 

fffi $>V 2 q=RT is 5^: 13 ^q: 14 II ^ II 

qifSoigrot: I 

sii^tefi^TFqici 11 <c\ 11 

sxRta# ^ *tqm 15 flg# 1 

qRfl^cr mw&z RgNflft 1 

ir c^fe^T 17 5&SWfa% %?§=^ II ^ II (^R^) 

3T^Ts?: qI 

*r^T3 #S^qicqfq^qqq; II <T^ II (spifSte^) 

[wrt:] 

sps^F tmj: ^R: q#cTT $: | 

^q^i^noif ^3 qmqqR^t 1 
3%| #qiSRlt sjpftsq qR#^cF: || <T^ II 

1. A. 15. <T; 2 - B. arat 3. A.B. \ 4. B. ^rRq 5. A. f^RTT B.faq} 

0 . A. jtt: 7. B. 8. A.B. ?t missing 0. A. qiq 10. A. fa*rn* 

B. f%*rT^ 11. What the usage means is not clear. 

12. A.B. 13. A B. 14. A.B. qm ‘Savya’ here is to 
be taken as ‘Daksina*. 15. B. ft 16. B. qqi 17. A. °I; 

18. A.B. 





- ~ * .- *■- .. • 

qjnKn^IlH 

m$: flRqat %foq> 2 frqift I 

mi~wi: ii ii 

qifo i 

*W1 m TO^l SRTiq^ 2^: q^ : j 

srw^ q«n<r qrafaj q? 4 8 to ii <^ 11 

ig^r#oi f^si qft%^ i 
Rforq^mq^ q5ql55 9 qj?crqt: 3 = 1 : 11 <^ 11 

*$ qR^s^ 1 

5 #^ ^t %m to^I *m: *ro (I Otto) 

Weft 3 2TO II ^O II (flPTO) 

mWV 1 to fqfe qftqf to 1 

3 g^?i 3 si 5 R qer^i =q ti ^ 11 (qiWq:) 
12 %f%% qfTOT^ flqf *TRTOTO 13 I 

sqqfoqi 11 ^ 11 (§%q>0 

II ?Rr RTFIT: II 

TOl =qRt 3T4tPl^R#m I 

q&TO 14 TO3EI 5W9l ! TOTlTO: II ^ II 

1 . A.B. °s; 2 . A.B 3. B. >4 4. B. qr: 5. A.B. sim 

6. A.^t 7. A.B. qsiTrr. 8. B. qT^f 9. A.B. *s: 10. A.B. qnr 
11. A.B. o% 12. A.B. *fit 13. A. qcJT[<4]<T: 14. B. ?; 


10 



mm <rr;ii ^v n 

4 l$ RfW?=^#te^^i 5 I 
aR^lcTO Rt m: (%€lg[RRR ^ R3 6 II ^ | 


m riPrrV $wm: i 

^r 9 mif^i 3tr: ii ^ n 


:RIRIR 


10 



I 


sq^eRiffi «pr% rnmn. n v* n 


m wf I 

^ g% n r stut^ ii v 


m 'Wr%%^ 12 Rlfe^#R^o5R i 
ft^iRRR ^k 13 ^}qj : 14 sgvm; u v. 11 


SR^fifefl^m 1!5 RfSRR I 

stsR r<rriw #qfawrNg ii ?oo ii 


^ng^or 16 * 18 mi \\ \ 

J . B. \ 2. A. 3T^rr^rT?i; B. 3?-^^ 3. A.B dtr+r^i: 
5. A.B. ^fft: fi. B. 7. A. 5 r«? 8. B. 

10. A. sq^Tq: B. sqTqw 11. A. g?R 

13. A.B. qT^ 14. A.B q$r 15 B. 3>qf jq 

17. A. ?ari3§ B. 18. B. ^[] 

■ q^nq: means ww; 


o? || 

4. A.B. t*r: 
31 9. A. q?T 
12. A. =5q^7T 
10. A. q^T 



VR: q* g qt 1 ^ 2 ^ #*^ 3 II \o\ II 


m 

f# gqqrl SRSTlS^I I 
aixfjq^ %i?pII^*J || ^ || 

5 3#$|* WWI 6 ^q : cfR<jj flSjf y 

qftqi&WI^R 1 [flqtf qteio] ^1 ] || ?oV || 

....' «?«TMTrT:]. 


I. B. qr 2. A. 13. rq 3. A 13. yTf^ 4. A ?TrcppqT=req B. 
5. A 3 pt 13. 3}^t C A jtri 13. -qT r -qr 


* For this reconstructjon see Abliinavabharati, GOS. IT, 
p. 115, line 5. 

' Hero occurs a gap in the text not noticed by the scribe 
On the t cconsi met ion of t ho second quarter of the line 

and on the topic of the fourfold handling of the bow 

/ 

see Nat y a Snstra, xi. 02-3 Kasi edn . X. 92 K.M. edn. 


The topic found dealt with next is the ‘Sitting poses ', 
‘ Upavista-sthana ’ or ‘Asana-vidhi’, which Bharat a deals 
with later, eh. XIII. 193. JJ. Kasi edn. and XTI. 202 ff. 
GOS. 11. Here the text begins abruptly, with the end of 
definition of tlie pose called ‘Utkata/ 


The first of the ‘ sitting poses’, whose deseriptiofi is lost in 
the gay) is ‘Svastha’ which Bharat a describes thus : 

qT'fl f^f^c^S’STrrq; I 

|| XIII. 194-5 Kasi. 

XII. 203 GOS. In K M. here, there is a gap after the third 
foot in which the last quarter of this verse, the whole of 
the next verse and the first quarter of the next are lost. 





*.I 

li \o^w (&&$) 


w& ] -**m &¥ ^iforl ft*: i 

R^Rlft *& <T#I 3 i*T II M II 

#^qif^1 4 ^3 I 

5RI?cTfeq 5 fiW sp: || ?o* II (W^cWO 

fl3^T: H^t *RI*W: Rfllfal: I 

ft*ls%Fwi ftfeqrfgqpicp n i*c If 

<3 fo^RSWI 6 ^ | 

%R: 3WR RWRRIV-RRI 7 II \°% H (pRUf^p) 

1. B. sfiSKte 2 A. ?=T 3 A. B. sfst^q; 4. A B. sqi- 

f^kU 5. B <«n fi A. ^[ 7. A ^ n^ra*TUo^2fT B. ^ 

JF^TcWRHjqqT 

* For the definition of Utkata, see N. 8. GOS. II. p. 170. si. 
208 : — cT«IT faa>qTsfifrri *RT*TJT: | 

N 

f<m frqft ^ ^ ^ v -qi^n : cnT^sfq =q n 

% 

and 8. Ratnakara, VII. 1111:— CTTCROT* ^oft *Rt| 

cT^fcqj 3TR v -qT?R v -2TRqrf^3 II 

1 Means distracted or dispirited ; Cf. N.8. GOS. XII. 206 

forosfapwrai: 

§ The name Kranta is given to this in the 8. Ratnakara 
VII. 1108. 

t For this alternate name, see 8. Ratn. VII. 1107. The name 
Madalasa is found in the Sahgitamuktavali too. 



gsiifefSF^: 1 ^ i 

fed) m i 

^fc«n»R 2 ^MRf^5n^3 m n w° u (awSwo* 

.[h:*ntct:]. 


1. A. B. sraft: 2. A. B. <qri fRT 

* The K. M. text (XII. 173) and the fn. readings of Kasl 
and GOS. texts preserve Avahittha among the uses of 
this Asana. 

f There is again a gap in which the remaining Asanas are 
lost. Neither the nomenclature nor the enumeration of 
these in Bharata is clear: according to the S. Ratnakara, 
Bharata gives nine of these (S. R. Vll. 1030-7) Svastha 
(lostin the ms. of our text), Madalasa (our Cintakrta), 
Kranta (our Yogakrta), Viskambhita (lost in our ms.), 
Utkata, Svasthalasa, Janugata, Muktajanu and Vimuktaka 
(the last four lost in our ms.). Bharata XLI. 20G-7 (GOS) 
is obviously S.Ratn.’s Svasthalasa : 

fsrfacft #qi^2TTf%trr: | 

|| (Cf. S Rain VII 112) 
Viskambhita : Bharata Xll 209-10 (GOS.) : 

fa f 4f*Td [should be 3TGJ I 

But this definition and application are found in S. Ratn. 
for ‘Muktajanu’ (VII. 1115), and Viskambha is defined 
differently (VII. 1109-10); the Sangitamuktavali has 
Muktajanu, but omits Viskambhita. The Avahittha of 

our text, which has its basis in Bharata, is not found in 

* * 

S. Ratn. 

For the rest wc have in Bharata (GOS. XII. 210-213) the 
following verses : 


JT^irarwri II 

5fj$t ^r%TRt srtt^ I 
cfla ^Hf ^ ii 





qq 4 (5if%q] 3®?rc w ii 

l*cij qsqgqp qifaiqi? %m %qj 

mft ottor w otii n (wi) 

3q^R g5? qqiq qfij sTjgqt | 

tpm 6 qqifiqjto m ii \\\ 11 (srcufog) 

f^fqq^iq ^qi^ifq^T 8 ^^; I 
qfei^fftq qp^jq ^sqjfsqqqTfiqqf u n (331ft qq) 


m\ ^qqisiq qqejq^ 1 



w q^?qi 10 aV qqiq =q wq^i 11 1 

qqi^^qi^q 12 11 w\ 11 (qqg; 

^ 4 4' » / 

qi*R q g^TrqRt ffrqffit qer q.qq | 
fimqsifaqiqT q qcqmi qq qRqq. || 

which give for a geneial pose with knees on ground several 

/ 

applications: it. is out of these that Sarngadeva makes 
up the two Janugata and Vimukta (S. Ratn. VII. 1113-4 
and LlOa . in S. Ratn. VII. 1114 Anandasrama 

edn.) should lead 

1. A. qi 2. B. t?qi 3. A. B. 'qq 4. A.B. Gap. The gap m B. 
extends from after qqq up to gq ficqT in the third line 
below. 5. A. 6. A B. ^§^rtq. 7. B. fq?t 8. A.B. 

gfqg 9. A.B. gap. 10. A gqt: B. This bit is twice 
written. 11. A. q? B. qvqqiqqi 12. B. qwfqg 



start 

^ 3 2 ^rff%rf q^T | 




3 trP Ff^l II ^ || (sttffodg) 

[fsfolf STHTfr] 

4 ^iqgi^iqto^RiR 5 qtfqdra; i 

gqqjqifq ifft § 6 || ^ |j* 

gqaFqift q>faf%q; qj^enfq, q^g i 
to to? 7 rto ftor&Rmg 8 1 

to ggq gj*gt cnfq q^r| n ii 

qq Rl^q^sq; qjqf3^^% 9 g%g. | 

g^WR?: 10 jwf%« qvq R?S%: 12 agSR^H ^o (| 

93# ^R: Rlfed# <#lto 13 I 

m%*\\ to 4 q-qqq?qqg n ^ n 

1 . A. 3H%^ B. 3Tp^ 2 . A. qsf 3. B. 5 4 A.B. «pnq*TT 

5 A.B. c*rrc 'Fcnfa 6. A. %?te crraifir %ftr g B. qSr* sricnfa 

^%gg 7. A. qtf^TT B. liter 8. A. 9. A.B. ^mr 

10 . B. <n$qf 11 A. B. f;rrA 12 . B. «TRR 13. A.15. % 
14 B. tw: 

: See also S. Ratn. VII. 1030-1, where again Bliarata is said 
to have given three Sthanas for ladies and indicated with 
the words ‘sPTTfa ^ further possible Sthanas. This refers 
to Bharata XII. 159-177 (GOS.), XII 157-170 (FCasi), XII 
138-149 (K. M.) where Bharata describes, in the midst of 
the treatment of Gati, the three Sthanas of ladies Ayata 
etc. and ends with the words ‘spn^T The Abhinava- 
bharati has no comments referring to these. While the 
S. Ratn. mentions only four additional Sthanas of women, 
our text adds a fifth, Pronnata. 






aw bz i 

R^t gaUfffof^ft I 

JIFiftfo^ ^ S&nSfl 4 ^ ^ || ^ ||* (3f?q^) 

ara«RRfe^ HTR^?II#^|| ^ II 

mft ^ ^ fqft*$ 8f II II 

S^IRT 9 1 | 

12 RMRR^°3I 13 ^TO 14 %f^ c ^ II ^ II (^fesflO 

^ ^ rr i 

wfcmm qft 15 ^ fq l 6 ftR%n ^ n 

1 . AB.J 2. A.B. ^?rit3 3. B. Stfft: 4. A.B. cF3RT 

5 A.B. f? 6. A.B. 7. A. sqw^r B. sq-i^WT*?! 

H. B. qft4ftfa f4«**ter 9. A.B. 55 ^tt 10. B. *4 11. A. 

12 . A.B. 13. A. 0 Tl 14., A.B. f4 15. B. ft 10. A. sfa 

t 

* The N. S. iti the GOS. edn. gives two sets of definitions 
and the editor says in the fn. (Vol. II. p. 163) that 
Jayasennpati follows the first set; but this statement is 
not wholly true; for Jaya compounds both. 

t The S. Ratn. reads f49T4; but for f4f4s*4 which is correct 
see N. S. GOS. II. XU. 171-2; here again Jaya draws 
also upon the bracketted extra readings; note also the 
application Lajja which is not found in S. Ratn. and is 
found only in the bracketted readings in N. S. GOS. 



ii ^ II 

q^telftqq: qlrfi: %fsE 85 ffon<*lfK: I 
'4misqmi 4 rtfml 3rfW rrjq ?1: || ^ || 

c[ft5r?nf^ppjir qi^q^qq n \\o u 

aife^^T wjqj yr I 

yqjqq^qqii: feqjqiq^qq || 

qfaffiT %^|0lf fqFT^t^ II ^ II (^^*0 


*Fj ^urgi%q qvq Jltalfe/’^T I 

qf^ qfiri?qai 7 n ^ 11 


^faf^&r%siFr figure 9 rnmn, i 

*\ 

swRjqiqfq 10 fqfow. 11 q#fe: 11 f &\ li Orapras) 



itaigq^Rraiw q^ i 


^-ito'g^Rg 12 -i '^qqf'-'gg^ q^ i* 

*%% qi^ flift^iqrq^ifc^r n li (qfi^) 


13 


1. A.B. &sq\i&i 2. A B. qriq 3. A.B. ShT^W 
r>. B. qrm^n <> A. w-y mqiw B. q^JTmffa' 
8. B. m 0 . A.B KUM^ti? jo. B. fr*9 11. B. 
13. B. *{qftnTT II. A. B. jprrfT 

:: A. leaves space here unnecesarily lor a line. 


4. A.B. ^T4erT: 
7. A.B. ^r ^ eft 
ST: 12- B sif^r 
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++ 




3#I3: 2 I 

3 3^t: ffeNK^I g*3: 3ife *R: I 

% 3 wfeifc <?3 wnwig #333, ii \w ii (fllfet^ 5 ) 

3#i#mii?n 6 ?gai ft 7 ft3333; i 

a&v 8 wi33 r -3ifi g^83 ii x\\ ii (Sft^r&m 9 ) 

388R33l8l«II3f#ir 3^fi 10 1 

sn3is?i >ii3 %i 1 ?ii;rI 33 12 a?i ii \v» ii 

*3lfiffilS# 3t¥ 3 ^?) v; ^l(3l)8 ; 3ffe't ! I 

8igW!W|iTO(^0'^W5 0 II^3 II '<V- II (^33) 

Ii 5% || 

fern'll 4 «f>W1 I 

qitm ^ifali ^‘ 7 ^ 18 ijfe* 19 I 

^qgcq^qf ^ 5fjw? w$\m: II ^o || 

1. A.B. &4\ 2. A.13. f^cTI^»rgf^: 3. 13. 3TT: 4. B. q^ 

5. B. ^r: 6, A.B. 3T 7. B. ft 8. A B. ^ 9. B. fqqfflcT^ 

10. A.B. <rc;fq 11. A.B. fqg 12. A. ff B. f 13. A.B. dt% 
14. B. SPFTR5 15. A. TqRftTT B. fqfqfeclT 16. B; 
repeated. 17. A.B. arr 18. B. ms 19. A. B. %fq^ 

' •nf^q^S^q^ means sfiqifeqar , for showing water or flood 
of depth to the height of a man up to his nose. 

For showing the act of looking into the interior of some 
container which is high. 





^I^qqj * II m II 

qsn^tn 4 ^#4 5 dfercrf^Nft i 

*rafaft Jtfagt q^ift 6 ii || 

srii 7 ^^ ftsff 1 

9 *W^lften^ 10 3TR§ ii || 

^taiH mk ^ i 

^f^fd 1 '^Fd^qj^fd^ || {W II . 

refe* fc^i 12 qm? r 4 13t sslls^^ l 

! %p 4 sr^diR smreraRfr i 

^ ,5 rq^4^I:(0^: ,6 § 3^Rfl*Tdl: II II 

1. A.B. %cf: 2. A B. $r 3. A.B. c&t 4. B. 5. B. 

6 . B omits fir 7. B. "I 8. B. f^Tt 9. B. tT^r 10. A. *qtr 
B. 11. A.B. 5RT 12. B 13. A. sfRT-^ B. qt^=4 

14. A. q>T 15. A.B. 3 16. A.B. 

* Cf. 8. Ratn. VII. 1156. 

+ This is found in mss. of N. 8 both as Vamabandha and 
Vamaviddha ; see N. S. G08. II. p. 123; S. Ratn. has it 
as Vamaviddha: in ouv text, A reads Vama(vi)ddha 
and B Vam(vama)bondha, and later, in the laksana- 
grantha, both A and B read Vamabandha. 

§ The first quarter of this line is corrupt in both mss.; but 
the meaning is clear: in regard to the definition of each 
Mantfula, the poses of the legs involved have to be 
specified ; and for this, the Cari-names themselves are 
used in masculine gender and applied to the leg-poses 
which characterise each. cf. S. Ratn. VII. 1158 A. 



^rTT^r^n^ 


mum ^i 2 qiTORRei^i^ii \v\ ii 

?%qf mii m t: 3 qftqq%* i 
3W 3 wifeft ^A <R: II ^ II 

qtf =q?q# wA mil *qP^wrc i 

m mk ii \vc ii (wm ,) 


fffsw qft 4 m w 5 a q?r I 

^ ' \ 


5.%<if qftq ^ I 

0 

qmwfo q =q swft gq: n w, n 


qp^fM fq 7 : n ?v ii ) 


^ garoq 9 ^ m qqg i 

golfer Efi^fq -r\ i^ H) m: | 

*m$ wim fqgft ^wfflui n (fqgfft^) 


eq^iq^': qif: wzv qftgjq^ l 

wn m n ^gfefo? qiqqq m ii ^ ii Onq 12 ^) 


1. B. ?T 2. A.B. jfr 3. A B f$. 4. B. *T 
7. A. SRST^Jr B. 8 , B f : 4T !) 


5. A.]?. %\ 0. B. HX 

'■' C\ 

A B. ej. 10. B. ¥r^ 


11. B. 12. A. 6f 



ricfrqTi?TT^ 

?Rt 31*j WA ^iwfi ^7: II ^\\ II 
qmfpV^ 2 ^^'^ft^ 3 rTcT: I 


• \ 




m 3 sm 4 ^rag 5 cR peg i 

qf^RvTTO^p;p qR-#™ff7i*5;ii r^ n [pffp]* 


n r- ^ p r\ f. • AT' r r r 

q^75 I || 5TT ||(^i^tt^ ) 


a r 


mm ^ wA riVi wmm i 

wA \\ ?^s n 


f%^4Ver i 


zmrmm sng: 3% wp u n i) 


r rr 
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SRff STffid I 

i« 

2TW^ ^Wrf TO tl * V *• 


^piT RiPi «qjij 7 f*TRiP d'RR; 

Sfjtff ^70] fq{?T | 

m ^(ITOi m WP5PRRII ^°. II (^cf^) 


1. B. 2. A. B. %h •{. A T^Ui^ "B- 

^ -V 

^ A T'l 4 A 4 I > mrS~^ A TT^'-.T 


.._ , . v . r^if^S 4. A B. * 

^ -V 

5 A. B JTT^ <i. A. B. j?i 7. A *fJ?j B. H. A.B m 

(For the reronst i u< tion offered in the text, see S. Batn. 
VI[. ] 179). 9. A B. £ JO. A fab^d B. T*PFTR 

,: A.B. N ame missimr. 

f (Second half of the line dropped by haplography in B, 



STOW RW wfelflfiW II ^o || 

qit: PP& I 

TOnsnfW #: n m \\ (wm) 

$m% fw<rwft *™q <wi q*t i 
%5^fe^^^NRg4tlfell 2 fsftqn \s& ii 

3 spS^ 4 5fTO5?W*lf Rtf# ^ I 

f^n^ m m 5 srarc^ i 

ai $ri% 7 «^tefcra%r: u \%\ \\ ftwtaftan) 

II 8 ?r% apps^rfa ^r n 

nft ^41 q$qfe #i 9 sptftafi i 

q%tf[ qj%: q>RqftTO cf^sq^ || ^ || 

sfr^totr qm qftqt qq: i 

C\ w 

qi#RRi 10 frq q^ ^qtfqg qgxqq' ll ^ n (a^froo 

srfqq =^ot f^qj stow q acfi^ i 

« 

sraiqqq* qi^R 11 qfwiq^n ^ n 

qm wir^B qpfei 3 q^°ra; 1 

* qiw qq^^qqjR 3 q%°i^ 11 ^ 11 

1. B. g%cTJT 2. A.B <rt 3. A.B. 4. A. W% 5. A.B.sq$t 

6. B. fi:^J 7. A.B. ftl*^ 8. B. Omits ^fcT 9. A.B. <T^f 
10. B. ?cT 11. B. ^ 


* Line missing in B. 


*I^Nr«n«f *Hw>ro»r*555if^ 


Vs 

3 ^ ?ra: i 

£ 

2 fe3 qftq qjsrat wtfi 3 ^ ii w<c ii 

qftftr&rci; n ^ \\ 

qfsM f§: spzqft ^ =q i 
qm srcq? q n ^o ii 

arajq qrcq: q£ qiwci 3 e*?q: i 

gq^ifeq ^faqji^r ami* 5 ii ^ || 

*5%°i q°sqiq 3 qrc ^qtaq^re i 

°\ ' 

q*rq *rc(i f^qiq q^ferctii ^ ii (q^qiq^) 

fq^j^ui ^qiqfqqriR I 

qi^q>i?q n ^ \\ 

6 q^q^^qt[qi] qrctaqqqfcqqi: 7 1 
qgf^E qfepq ®fet: qj#^: n n 

3 ?qqjR gq^qqfqqjR ewiVu i 

=q qqi^jqg^ft qq 9 II ^ II (araiqq) 

1. A.B. 2. B. fa*T 3. A.B. ?ct- 4. A. ST 5. A ?T«n 

q?;ir G. A B. wq 7. A.B. f^JTij 8. A. m\ 9. B ^ 

"• 3 lines from here missing in B. 






=3 i 

3^3 stfw II ^ ii 


m mm^Fi ?fmr =w m: i 

Q v * ° 

^mqfitPFcr crftsq^ || ^ n 


3g[fRg^qirf5rw-f swato i 


qi*.TOsw -'® 7 k ^nwi^^i || ^ 

c. \ * 


r ^ r- 


fat&tq ^q ^Hqqsfil^iTF^R^ 1 


k~mh it n 


pra srftfr ^ i 


c 


*qRft *f 4 qwqsnp ii ?<:° ii 

* -V. ® 


™S 


r . 


*pr ^s 3 ^ qiW'aW^ i 



mm ±wrmm wa mm: n >o n 


4 « 


m mi ^ ^w^mifo 5 -^ 


aamqfwsi '4w\r\\fe?ri wm (mm) ll ^ n 


mi i 


>\ 


r 


cpsqis m: wa mw*. Q, ? im- ll \c\ n 


cRq Wi qi^5p,i^ 3Fh< eff: I 


n-ri fr. 


mm 305q;5[ =q qm qqp^H II ?£« II 


l.A.B. g 2. Ii. 2 ij<'^ | All 5^ 5 

' affSMfr means s^T^TUT, jiliysit-.il exercises. 

I Here A rejeats three lines. 


A 11 *rt 6. A.B. ^TtcT 







3^3 m: ^ ^ =3 SOTfaft I 
=q q«?r qpi qp&pra ^ 3f§m; i 
sfeitf qt m cr^fo^ii ^ ii (qR5p?^) 


ssfensift f qj5[^r =q 3%°i3 I 

srqq>F^ qp§q>F3 3 ^feupj 11 II 


3Tfaq?F^ rT^srapq qR^f ^ 3%^ | 

*3rf3q?Ri sat qw qpfejFa 3 3%°ra; 11 ^vs 11 


qjq gj^ffoiRa q^f 33 : 1 

^nspro^ qmqRq^ 11 \ct 11 (3#crcfa*:) 

3%°r 2 ^^f ^yq^i 

fq ?3 ^ =q qyq =q qp&fiRratf 11 \< c<k ii 

qqfWr qRat sw ^ 3 1 

qmqqqii^ fqf^^q^^n ^°li 

m: ^I 4 q^y^R§t SFfa 5 I 

^ qji^t qq-a 6 11 w 11 (sjrpo 

/ 

^ 3%°r ^totf 3 ?ratsqrcn 1 

VSeF^ rTcf: <i5 ^ 33 II ^ II 

1. A.B. 2. A.B. ^ 3. B. 3L 4.B. 31 5. B. *n£ 6. A. ^T?5t 

cT^t^rt B. ^FT'd^W^. 7. A.B. qr»if: 

* Line missing in B. 
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stfae&R rrat g* I 

^ era: ii * ^ ii 



3#?^ cW ^ =*? W^ 1 | 

aTOffi gqqfa: 2 «m 3 flgfofl 4 ^ II II (55f^) 

II ^iTOm^rtTfsr ^r n 

w&m* ^reraift mm *. 6 1 

e^aralSFil^ ql^^oif 8 xfg^i 9 ^: || ^ || 

3JcT: q^fi q*q ,0 :falft q5Rfi I 

aift 'pTf^n^ ?)fq(?) n § ^ \\ 

* After this A. B. have eleven lines repeated from the 
definitions of Vamabanda, Lalitasancara and Kranta. 

1 . B. 2. A.B. 3. B. 3R 4. A.B. cTf&tf 

5. A.B. Foot wanting a syllable. 6. B. ^TRTcT: 

Samasatah is supported also by Bharata XII, end; on 
the other hand ‘ Samantatah * of B. may be suspected 
to carry a true variant, as ' Sama ’ is given by Bharata 
and Abhinavagupta as an example of a mixed 
Mandala which could be formed by the mixing of 
appropriate ones either of the Bhauma or the Akasa 
[group; but then the anvaya of the succeeding lines be¬ 
comes difficult. 

7. A. arteffRrfa B. zfrsri qto 8. A. B. =3Tftyft 9. B. u 
10 . B. 33T 

§ The sense is these additional Mandalas are composed by 
mixing different Caris of the same class, Bhauma or 
Akasa. In 'jjif'cFicS^TTfnT an instrumental plural qualifiying 
is needed; also for ‘ laksya,’ we should have a 
word meaning 1 laksana’. 


wjgmft fafcnft f¥ ftgic 

3t 4 ssf Sf^@3«ng;ii ^ (i 

% 

sfea mi i 

sdtogtw *! 6 n^awro: n ^ u 


fq^cfeTPTT ■iVRHl^T 


^nfteuHswi o^ckimwn’i 


1. A.B. ift 2. A.B. JT^^cT 3. A.B. <j*r: 

But accords not with the verb fa^^Tlct.. If 5 ^', i 8 fo ^e 
retained, it should be taken to mean ‘ with the help of 
the knowing’ one should do them; the subject will 
then have to be taken as understood. 

4. B. omitted. 6. B. 3T 6. A.B. 

* Turanga- tulyam * : By Slesa, Maijdala is compared here 
to the 'horse’. 



[ m ] 

ajRB Wt«r 5 fl%I5PII?P3l l Tii 6 * hfr: || \ || 

WHRi =iSSSRi J^HTO: 7 I 
3%MT %q WTO^I 5 II ^ II 

lai^ggw § 1 

Wlf fRl3: SOTiIhVw q|’° fell 11 S | 
fe« 12 R?t(^ ?)« ^‘fei[ cl5?||^ || \ || 

f^rasq 14 <rai gg l5 w «roi n a n 

a?gisqgi 16 *PS 17 fe 18 (PHyjf$ | 

19 WlS ^fjfe^5§SRff% 20 II ’a || 

1. B. omits ^ 2. B. ej^cT 3. B. 4. A.B. ®TT 5. A.B. 

6. A.B. sRRrtqq- 7. B. 8. B. ^T^FTT*! 9. A. 5im 
10. B. f^T 11. A.B. flpqiR 12. A. s 13. B. Wtt 
14. B. 15. B. t 16. A.B. z 17. A.B. at 

18. A. m B. fa>*T 19. B. ^ 20. A.B. % 

* There is comparison here by Slesa between Karana and 
Siva. 

$ See N.S. IV. 59 (GOS.) 

§ For this line, see the words of Abhinavagupta, Abhi. Bha 
GOS. I. p. 92, last but one line, 
t For this also, see ibid., p. 93,11. 2, 3. 


•I 



I 

ft^r 3 ^Sm fi 5 *WKij^ 11 ^ u 




ss^Hr;^ ii ^ u 

5*toff^fcq?% Rf^I i 

n <r ii 

qy^RTOiR^^ u vs 

*i$^d*3; ii ?<> n 

*»• 

5535J£fef> 7 ^5 8 q^ d^fejfefq I 

<^$ I0 qifgrcftf%cTC II ^ II 

6 

12 fqf^RI%Bq|%^ 35IJf^ftl%e!^ 13 II W II 

1. A.B. 2. B. 5TJT 3. A.B. 3H 4. B. *friTg 5. A. jf 

6. B. ^ 7. B. jf|^5 8. B. o5T 9. B. ^ 10. A.B. 

11. C. gap. fc|j miBsing. 12. A.B. cT^TT fcf^rHOTftfr C. facf- 
%rTT%H 13. C. Corrupt. 

* By Viddha we have to understand Sucividdha ; or the 
line may be reconstructed as | 

§ From here we have a third ms. in a fragment in the Royal 
Asiatic Society of Bengal, Calcutta; it is referred to as 
‘C’; as the writing in it is very incorreet, I do not refer 
in these footnotes to minor differences and obvious 
corruptions. 



II « II 


g3HR#a R«Jffilri 

'^ifirite«»R> feiww^ 2 1 
sinw q4 3 »tg ffart^j, ii ?» ii 

4 553Hfaw 5 t5ira 6 ^ sfwga^ i 

f^^few^rsi 7 ^if3i ii ^ ii 

*l^<5fed|5|fl raffl^t'f^ 8 i 

ife sqfaa 9 ^(?)iRfg 10 ^#^ u ii ^ ii 


assgsrta 13 14 wq^ II $» ll 

ff 

Iplcl 15 fTCSfife I 

16 ^m>^.m^ 17 ar^fS^ 18 ii \c ii 

eft n n 

1 . C. The line *5<TTff«J3> etc. coming below is repeated here in 
corrupt form. From here C. shows a number of errors 

in the names of Karanas, but these errors are not 

• * 

noted here in these notes. 2. A.B. irfScTS^ 3. A.B. ^ 
4. A.B. cTT 5. A.B- 5T 6. B. % 7. A. sresisteT B. 3T«$S 

8 . B. cT: 9. B. After this A.B. have and 

C. merely %; there is however no gap in enumeration of 
Karanas. 10. B. ^ 11. B. ^ 12. A.B. 

13. B. gap. 14. A. WZ 15. A. B. ’jfqd 16. A. =srf&- 
afare; B. 17. A. 18. A. ^ 19. A. 

B. C. ?^i(?) 


TOJISpJl^T: 

3fl|t JT=%^ 31 fsfarft 33if%3R || \o || 

qaiPR^rci w^i 2 wt ^ii ^ n 

^raf, 9% 3 9 %# i 

^ 4 ^p*h 3 irA ti ^ u 

fl*TOI3 Sdl^TRTO 5 ^srar i 

WR^fe 6 * gswitart*? n ^ n 

3I3t 3T3: 8 ^ 3£3>T5*3: I 

g 3Rt 9 3RfcRt *ftg ii || 

*rata: 10 ^rasa 39:1 

n 3SJ:$3f fellah ^oi: || ^ || 

! 3g*3R3ig<3ig k t^N I 

3R&ITf*R^%3 |$5t 3J ^SlsaRI || ^ || 

5IW^%°T: sN»t ^ 9teRf I 

1. B. qi^r^55T C. qTJTTSTt 2. C. This word omitted, but next word 
repeated. 3. A.B. c^ 4. A. ^ B. ^ C. r^T 5. A.B. 5PPT 
6. A.B. gap of two letters. 7. A. sf^T: B. 3%TR 8. B. JT 
9. A.B. ^ 10. B. JT 11. A. q$r^ 

If the reading is q^r:$5f it goes with the previous line and 

Viima-kara ; if it is TST^T, it would go with Latahaata, 

the Daksina-kara which follows. 

• * 

C. gap indicated ; this line missing. 

* See N.S. GOS. IV. 68 first line. 






1 rT55gcqgt WWI ^ II II 

qfeiirqi wjt) ^ i 

qRlrqj ewNS^ m tp&tt 1 ^ 2 ii \<z ii 

tofrtoI^ mi 11 

^i^q: te5$°T: 3 II \% II 
<rafa^R§3R ttfav. I 

3^ ^^cqgj fag: || || 

f^fal: few: I 

^ »ra*IR^ II ^ II 

sfa* sp^ffd <$J^ 4 R*#^ I 

3Rt iaRHjnara *hiTO*iTO^ii ^ ll (eragpijzs) (?) 

=r$to>ftt 5 qjezuTT ^ 6 faffera? l 
?3a: wifi^neS jrir^ii ^ ll 

apra?R 7 i 

wA dt $ 8 ll ii 

cri *Rg<lfan ll (^penj) ft) 

tforcwFrt 9 *& 10 fe^i ii ^ ii 

1. C. Corrupt. 2. A.B. STTcIcft 3. C. Repeats the line. 4. C. ^ 
Corrupt. 5. A.B. C. Corrupt sisflW 6. C. Corrupt. 
qcqHRT 7. B. 5RRJT 8. C. £r f^ 9. C. % 10. B. fgsr always 
as f&(fo5)5f 11. C. 3> dropped here. 


&mm qfd^ 1 ii ii (fesr«o ft) 
qitl OTrafeil m$\ m ®n^tf i 

OT: 2 B ^ fflRSlfo*: II 3^ II 

3Pra^rci?$ fqft%nt 3 s£? 4 *trfi: i 

sRifisil^ 5 Slf& fq^Rfqgt: <&: J11 \c 11 

srafonftfd srcefcu* k *rI i 

t) 6 ^telfqfd qvl^feps? flfqgR § I 

wm *m ii \% ii ftra^) ft) 

1 . C. 5h 2 . A.B. 3 . A. h 4. A.B. ^ 5. B. *t 6 . B. it 

7 . B. Gap in this line; % and missing. 

* cIW: = ^vI^T: See Abhinavabharati. 

+ See how close Jay a keeps to Abhinavagupta who says 
here (GOS. I. p. 100 ) 5 sty'll g^fi: *T*JT 

Ifefe l 

§ Here again Jay a bases himself on Abhinavagupta who 
interprets Pralambitahasta fis Lata and adds: ‘not 
Dola,’, ibid, p 100 : “ 5R5fN^t ^cTT^rt JPcT^I | * 3 

^f?5T£?;<Tt— | ” Then Abhinavagupta assigns the reason 
why it cannot be Dola which too JAya reproduces in the 
next line as: 3rfrcfifwrT%ft (i e., In the GOS. 

edn. however this portion is corrupt and the editor fails 
to note that the passage as printed makes no sense : 

etc. Here g3fR«E should read cRT." SifNi. For 

Soka as the application of Dola; see section on Samyukta- 
hastas, N. S. IX, 149. (GOS- II) and our own text 

above p. 47, verse 188. 
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aiifpn ifc^t 3 ^ !irai^ 4 sOTi ^ 5 n »o ii 

sifeaisragarft ara 6 a?feas?irm i 

fiWi: «Rai 9 fttfarm; n a? n fafea^ 10 ) ('a) 

"qi^ srcaipirai 12 § b*i 5$ srai#i 13 1 

af^CT i fjfem 14 q^ig^ 11 11 

qa sra 5R5JR4 a^ stentqi^^t 15 * 1 
16 siwi'ra w ^ 17 «f>«s 1 ^3 n 'i\ 11 

qRmra l^apaf fs^i: fqfeama^ 1 

“srejwrcaf fisifsi ?Et(&)f&ft aaq ll aa 11 ( 5 p?ai?iq)($.) 

1 . B. 2. C. 3. A. and B. drop qrtf^n 4. A.B. a gap 
wrongly indicated. 5. B. C. 0. A. 3tf%cfi 

sq^gjnft ^ B. 3|r>cTm^3 etc. C. 3Tfadif!l$SUtf 
7. A.B.C. ^TfT 8. C. 9. C. ^ 10. C. From here the 

Karanas are numbered. 11. A.B. 12. A. 

9 

B.^r^^IT^: 13. A.C. ^ 14. A.B. q$r^T 15. B. ^ missing. 

16. C. Before this C has in, addition SHfiJTsfiKflf fast and 

drops srwf, the former additional pada evidently repea¬ 
ted from below where it occurs. A. B. ...sw 

17. A.B. 18. A.B. C. Corrupt. 19. A.B. 

20 . B. whole line missing. 

§ means ‘in the Curi of that name.’ See above 

ch. III. pp. 71-2, verses 26-27. Cf. S. Ratn. also VII. 747 . 

* The correct reading here may be 3 j1F37^ ^Ic5%cT^ Cf. Abhi- 
navabharati. I, p. 139, , and S. Ratn. 

VII. 748 ^TTcS&fScT I 


'mw fay srcCr fsqy i^ 2 1 

ll II 

^ pkSRftoi q 6 I 

%«ip? fey ^ i 

RotrrS wi$ fi®3®4h& 7 ii ^ n (^fe 8 fe^ (vs) 

wn?i$ =q 10 i 

3[TraT<5cra) n jrpj i 

3?OTFF^ I2 SCT SRfo: qfc#fe: II «v» II (S^jfey**) (<£) 

*jyo^5 13 3®IIfI% fWT =4iaW3JR 14 !RRq | 

%?^q 15 II VC II 

d^fef£d 16 ^ f*few I 

qyPiqy^yf^^ 17 q^qqy q*n 18 n v% n 

1. B. 3 found in addition. 2 . B. 3. A.B. qjfecSTqi 

C. siif^rqf 4. C. omits q 5. fq^T3 C. f^^RT 6. C. | 
7. B. f^fe; and then gap. 8. G. 9. A.B.C. — fjcTT 
10. A. C. %V 11. C. t3i?cTT)f^T?r^t 12. A. 

B. Jj^q C. - 13. B. gap; word missing. 

14. B. 15. C.—qq. 16. A.B. feq 17. A.B.C. 

S. Ratn. Anandasrama edn. too q^q, but it is wrong. 
18. A. qqJnPTCTJTJT B. q&RPT... 

'N 

/ 

t ‘ Chaya of Alapadma and Pataka ’ means * Pallava ’, the 
hasta mentioned here by Bharata. Jaya closely follows 
Abhinavagupta’s commentary here, (see GOS. I. p. 104) 

* This closely follows the Abhinavabharati whose prose is 
simply turned here into verse, sometimes maintaining 
even the prose order. See Abhi. Bha. I. p. 103, 





=3, I 

W\ cl^Hf 2 || V || 

3pW W «rai 3 5WT^ 4 I 

5 3|OT7^^I: 6 ^flcTCTer^ I 

7 ftff$fe 8 m ^ 9 ^tefl*KP* II ^ II (%^) («) 

«ra$^°i i^ I0 qra^RR^ 11 ^ ii 
W. %j|a pfew: 'R: 11 I 

12 gitng^i 13 m ^ i 

q%nsifewqt: ii ^ ii (sfcKrao ($©) 

§s^ ^ i 

^qi^scqq^l^i; af|il 15 cTtT: | 

3WRaw 16 m ag&s *ep* n ^ H 0#ercQ ftO 

q<faqRqt: | 

fflfa £rI q?I fq&Haq; I 

asftafifei fttrq few. 17 qisfa qfa ii <v^ ii (#PO (^) 

1. B. Whole line missing. 2. A. cT: 3. A. 4. B. 

5. A. 3TR B. 3Tim G. C. q^H: 7. A. R$.4 

8 . C. rn 9. A.B. C. F^|(?) 10 . A.B.— 11. A. «rTflT 

^ *\ B. gap; it lost. 12. B. gap; first two letters 

lost. 0. % 13. A.B. q 14. A.B .—TrQ 15. B. qJT^ 
16. A.B. q 17. B. fuqqT; 

* Closely follows Abhinavagupta. 




^l«i 2 aftit 3 troq^rafta: i 

«wroretf qq mfeft agroraf n ^ u (^#^) (^) 

wA $55i55p^5n|qj: i 

^jqt ^ 6 ZR ^q^fqq 7 mm i 

8 8|WRrci#N II ^ II (^^qo^5tj) 10 (^) 

q# mg^qqft^: 11 i 

# 12 JR 3]3Tqj^f || ^ || (ft^) (^) 


*ftcqj*p:q 13 cfj|| qfel^ 14 |ferT 3 ^ft I 

stt 15 ^ 2 * q^t: qft%fi || ^ || 

*qfei !) 16 gw ^§: 17 I 

§3jq^I^quj ^ir^(%) fw ^ ls II ^O nftqfe^) (^) 

1. A.B. TTqicqT^ 2. A.B. £ =q 3. C. % 4. B. ^5.rW | 

5. B. *rerfqm 6. C. 5RTT 7. C. rR255OT& 8. B. 3T...TOT- 
C. arr^^iq^q- 9. B. cT^; fgc«fT ^W> 10. A.B. omit 
=SPB 11. A.B. 12. 0. 13. A.B. fsp^*T*r 14. C. *rg 

15. C. arsfr 10. A.B.C. ^r 17. C. ^T%r.... i.e. : 4he word 
ijq: is dropped and a gap is wrongly indicated after 
^qt^cf; then again fefq> repeated. 18. A.B. ?T 

* See Abhinavablifuati, I. p. 106 (GOS.) 


§ Abhi. Blin. p. 106 ; gqcqT g^R there mistake for f^T^or. 



33W3 911^ q# g*: 2 1 

a{pi: sre€l WR: 3 sMss^: 4 I 

j)§bwrW sjft 33 . . 6 II $X II M) (?«>) 

I'J^RlS^Wlfwiwi: WHW: 'SSSI’P: I 
ngqferalS^IS^^t 31 sfiftiflfsra: II VI II 

f%^R) 3^ I (?C) 

sp#q ^ ?i^%5t ftng?T ii z$ ii (?«.) 

3331 33 I 

s3l3T$ I0 i3>33T 1 *3fa4t ^t || $a ll 

i 

ml) 3 gfe# 3WRPW 35531^33: I 

gtrB saigwh*; II VA II 

3^ 33&3ifof#i *3fesifaf3 i 

3^ stfti&TCRtfs ^^qRf^ra,|| %\ ||(3$*3l%3^)ft°) 

^IIHSflW 2 3R 3ifl 3 epical I 

33 f.3T3 n V33 14 33 15 3)3333 16 3SH II V s ll(3Wraq)(^) 

1. A.B. C. ^r^oft 2. A. *22: 3?r: B. *qg)f: 3*: C. *22^3?:: 

3. A.B. ^ 4. A.B. 5. C. ^ 6. A.B. qn?* C. 

which is itself not legible arid carries also a correction 
like The sense is probably not incomplete, for no use 
other than Vismaya is known for this. 7. A.B. qt: C. ^ 
8. C. Sometimes in this text itself, and elsewhere 

other writers read Tpsft as also. 9. A.B. ^ C- ^ 

10. A.B. It 11. B. ?t 12. A.B. qf^rer 13. A.B. $3^ 

14. A.B.C. 10.35^ 16. A. % 1. B. C. 3 1 

l This and the three succeeding lines defining Sficividdha 
and Ardhasuei are missing in A and B. 


q$:^ q£q>Tg^ I 



^T^Pf^qrecqiq^qr wC ii ^ ii 

qpsi q fl*icr qm fer^i? ftff^ i 

qqi%fqcr ii ^ n (ar^forcO to) 

^Wqi^gFTT: 2 3^: I 

ei&usgq ^fsfa : 3 qi^: u ^o n 

q*t qi^ m aacfctf^tfcrc; n n 

^qq^s^rqf gq^iqr qRq^ i 
qid 7 ^qiqiqq: ssq: n ^ n 

skti 5 3*3: qi^i3^ q*t 1 

^cqq q*uT sNfc *T£cn*I^I 8 (I ^ 1 ) (^m) (\\) 

^ *erf%|| ^f: qiftdit 9 qq 10 q%JT: | 

qgrer^Ft qqq^qfe^ % n n 

A. 2. C. qt 3. C. 3T 4. A.B. *cT 5. A.B. cTgftcSg 

6 . A.B. ^rq; 7. A.B. ^ 8. A.B. m* ^ C. vn^rr. Bhatta 
Tandu, whose name is never correctly written, is a 
writer on Dance; also, Jaya quotes him often; see above 
verse 43, and below on other Karanas. 9. A.B. qnyffr. The 
reference is to Karihasta. 10. A.B. word omitted. 





^ tt; I 

q^cqq an^nq cw II ^ II 

strife: ?3qf qgra^^teSRT I 

qgqfe# qifi qqjsto w ^ n (anMferaq) (q») 

=qm^i qqRfa qq q^ftqi i 
il^iqqtq^: ftfe£qitsTqls3l 2 ii w n 

qjft ^IdT faraigrafiit i 

^ «Fn*i 3 fei5r4lq n ^ 11 

%T^I§: fiwiqclfwrlpwft fig: I 

3% ^^m^TT^qr sptfftq 4 ^qfqq 5 || ^ || (sqq^O ftH) 

^rI 6 ^qq>RT 7 gsn^ei 8 I 
aiq|s-3lfeiq%q 9 ^^f 10 ®on *&q 11 n <ro n 

ddfc^fwq feqfa q^i^: 12 1 

*\ 

*sg vm qi*fa q^i n <^ u 

1? 2S^feq5qi^Icf iS^Rqut | 

^qfefe^er: 535: qs^Sftfq n c\ n 

1 A.B.C. all read 3>ft which is of course the same as what 
has already been given ; the correct reading is «f>fe and 
for coroboration, see also next line of text and 
Abhinavabliarati, I, p. 110. 2. A. f>% g[sl B, 

S$ 9^ 3. C 4. A.B. 5. C- 6. B. *T 

7. A.B. cfl 8. B.C. Corrupt. 9. C. fit 10. A.B. qr 11. C. 

12. B. 13. A B, sifted 
* A.B. This line lost. 





qfchir i * 

snfe^ll 1 i^l $<sm cTct: ii ^ ii 



sn^JRfT 2 fcpn%3^1T qfeq ^ I 

3 ^jftg^S%qfeq> |UV || 

ife $*fe* m q^; | 

q^ll^ feafem ^tfrhrrt^q^ 11 <^ || (2g*q1%q>q} 

3^ft ^fel^Rfqfell 6 qfoFTcf: | 

W&f ^ 3 J iq^: || <^ || 

sqiff%qft#«ir qcirft m qra^ i 
#iferii%i%q 7 qf%cr cTcq#r1fa^ t n <^ n 

** qa) 10 ^t 3^1 ^qq^rapfift^ q^ 11 n n 

1. A.B. qq^qh - 2. C. q 3. A B. *FWT 4. A.B. ^rqr^fq: C. *fqqN 
gfcT: 5. A B. ^ G. A.B anPsqt 7. A.B 0 ^q 8. A B. ?qT 
C. ?sqr 9. C. qqq^ST 10. C. oinits this word. 11. A.B. JTcft 
C. *rq *rqt 

* For this see Abhinavabharati I, p. 107, 11. 8, 9. 

§ Here A.B.C. repeat four lines from the definition of Ardha- 

svastika above referring to the alternate view of Kati- 

© 

hasta in place of Kari-hasta. 

I The use for this is Asuya. Jiiya omits the use for this 
variety but gives a different use for the other variety 
that follows. See Abhinavabharati I, p. 99. 

$ The expressions “ Aviddha-vartanau ” and “ Ghrsta ” 
are in the Abhinavabharati, I, p. 99,11. 5, 6; the former 
has however been made part of the illustrative Prakrt 
text by the editor. 

** For the seven lines that follow, see Abhinavabharati 
I, p. 99. 
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gfpnora Rfiat a fafe' u c% u 

g^PPPERhS^n^SSPlSJt^^: I 

ai^lsgira f^> II II 

<WWiyWara?«W a3*FRg 2 I 

•rft a % 'JR WiftmiprcJ: II «.? II (aftag) (V») 

ij«StilRraiffa: ?I|^ aW a*: | 

aa amt saraf: a|5i*ifei *Ra n vt n (g*nfenO fta) 

art q^tgrt 3 l 

art a$:fwi a^ng 4 afe*ifw : 5 f^lia: n n 

aawat gjt: 6 g^aiat 7 *S55qga: | 

fifllat aim: mtg, a*t amt aai yr 8 1 

|rt g §: 9 fan aa aflrmm ' 0 a#Srig, II«,»ll (fartm:) (\^) 

gRagaRai gnsaiaai aagsafa i 
la§j atgm Raw: faisOTReat: n va n 

1 'atatgfsat: trmt ^agffacigRfi i 

fotft aa raira ajaaaftart 12 n «,a ll (Rfw.) (a°) 

1. C. 2. A.B. Corrupt. 3. C. 4. A. 

B. C. 5. A. gfff| B. fa C. crff^qT^t o. A. g*r 

B. JR 7. A.B. m ?t C. 8. A. *: 9. B. Jj§: 10. A. *TS 
11. A.B. 12. A.BC. gqJJjfoj See Abhi. Bha. I. 

p. 123, which is followed closely. Also S. Ratn. VII. 693. 

* =s C TT^: | The whole definition here *s 

based on the Abhi. Bha. I. pp.137-8. 



* 

?03q^l «RRfa I 

qq ^qq^Tst gg^jg^fagu l 

'g% q^^Bsgi 2 WHsiw^ g*n ll ^ u faog^gi*) (^) 

W3gi 4 qggt qRt ?g*w: i 

VD 

qR:, *?q to fq*ftq^ II %£ II 


^t^|: fito* vfc I 

q^qfeqs sftffrx ^sqqki i 

^ toto q^ 6 qif3#fa: h n (a^tos) (^) 

7 ^mHR qi^R qq Ri^q^qq^ 8 1 

q^qi«p*: q*: 11 $00 n 

35&qt to: Rr^q qr%^ 1 

totoi^qto3frto°T r i 

fq^q q|^T: to fq^ ll ?o? 11 (q^fe) (^) 
qq ^ 10 q>ft to to * 11 qftqrto;i 

12 qto 55: qiq? to*to to^ 13 n ?«* 11 

,4 *K^qfeqTtoi^ qto 1: Wr *3; 1 

3 ?q srctofql* qiqf 16 ^to^rs«?qR;ii^o^ii (q^qfed* 0 (^) 

1. C. This line missing up to the mention of the Karana 
name. 2. B. ■5R^r 3. B. ^cT% 4. A.B. sn 5. A. $ft B. 

6. B.C. * 7. A.B. <£ 8. C. fit 9. A.B. ^ JTT»rf- 10. A.B.^ 

11. A. Jpq% 12. A. ^hfR B. qrqfqto' 13. A. . 

B. ^%T%.gqt 14. A.B. gap in th6 first pada 

after if. 16. A.B. 16. A.B. 







^ftal'sitsaqgq: I 

^:«t atfeff sftq 2 Mi: 3 <H^: wm II ?»8 || 

JR f#T cRf: Stfei qiq| 4 ^rl1 I 

sra *#Rwsit inFfWa II ^ II (slfora) (V\) 


5 M?isiffmiiiq ai^al?# ^ i 

qRt 6 «j swft 7 m aafe^foaifeig ii?o^i (^fifc^) 8 (\%) 


anaf^’ ft^WlWflS^lf^l i 
wp 10 qfar^" ftspimagi ^ ii ^ ii 

\ V1 

sail qa ffa (gait 13 i 
1 Wff fl/far M afsrai mfam .»11 (form) (^) 



‘qqf%n ftfUtl i 

35g^W>3# 2 Riraf rCTRSl ftffew, il II 

qfiiKWRftuN i 

swRHWi«iRramwfPpi^ naq. n n (qpafaff^) (\%) 

qaprcq g*: <n«aflBpapif 3 fsfau 

?at qRigq) 5 qgi 6 qq|5qffwii 7 falt i 

qp&BRifa^ t® ^r ;; 8 smqftqft 11 r <\\ li (qi^H>Ri^) (v°) 

41 

f% a^acwas.d'W qfijRir i 

ii ((» ii (stfimFsij (*0 


,0 iR q^i" fqWWRtf WIH^I I 

ii ii ( WF ^) (^) 





fcojq I 

3tfo<T sftq 2 fenfo: 3 q^qt: *m II II 

zj5f 5<4frl cTrlfl: 3lfei Rfaqi 4 ^ 1 ! I 

3R ’rfjmff&i n ^ ii (sifoi^ (\^) 

5 ^w#wiq ^ i 

=q$ 6 «I3W$: 7 Zft ll?o^|| (q^ferao 8 (\\) 

q^T% 10 qtoxqR 11 $tt II ^ II 

m^\ i 12 

to! m fqfrT ft^l 13 i 

14 q^qi sfeu =qiq? a&eN H$ftcrcui \°<c H (feraO (v 3 ) 

w 

?srai#I 15 wfeggsg i 

3WRPR13 m sngg: || \o» % || 

<jR^ *rai «#r; sptt ^R^iggg i 

pf^ 3E§sng 11 ?> n (3sfcng) (\<c) 

1. B. % 2. A.B. 3. A.B. fqsrTfar: 4. A.B. ^ 6. B. ^Ic5: 

6 , 7. C. ;flr Abhi. Blia. and S. Ratn. have only singular. 
8 . C. Karan a name missing. 9. C. 5jflq%*T 10. C. 

11 . C. ^ 12. C. gap after this; one line missing, 13. A.B. 

qr 14. A.B. gap. «r missing. 15. A.B.C. 

fcWTOW sflcTT =qi^ —hypermetric. 16. A. 3" 



?4 ''wRoi I 

33^1%# ^traf rCTR« ftfffcig II \*£ || 

qfijratwVM 3t?n?ii4%%aq; i 
R^Rn^on^mraiwifft 5 ^ jrr ii n (u^ff^ (%*.) 

JRFW 3^: <r4^P3Wi 3 ^l 4 fsfa[J 

l^t qi?g^l 5 Jjgi 6 jj%5?|ppiqi 7 ^| i 

IpsisfiRfot fll #}R;: 8 II n\ II (<fl4pl>Fcig) (Vo) 

M 

m ^(Wfopar >wtnig>ral «r?I i 

fit ns3>Bjn?t) wsa'f’feisNfci ii ??v ii (ajfgtRRn) («$) 

10 jr q^f 11 fwnqsRRii ^ srnFftg i 

qqtoi$piP 5^ a^qJfiFaqtftera; n ii (stofcr) (»=o 

tf*i% q*5t iRR i 

^ fiRfl: qp*T: q*g II II 

^qp?5R:pr qifa^migwRoin i 
JR f#r ar#: ftffeag^itag ii n 

1. C. gap indicated; pada missing. 2. 3. A.B. ^ 4. A.B. 

5. A B. »Tt 6. A.B. arg^T C. «rg[I. For 3n*T, the correct reading, 
see Abhi. Bha. I. 125 (GOS.) 7. B. 3ft 8. A.B. 

9. C. «Fr$| 10. B. This verse missing. 11. B. «nsit 
12. C. 



^ITOR: qftf$vrci«n^n #R: I 

mn 2 n \\<c ii (v\) 

fqg^Ri msn rs^ir! q>!t i 
fq^R aan^REfiPW i 

'O 

m qi^feqf k^i ikrifajcSi 513:11 11 (ft§^R®(w) 


IW? 3[%0T a 1 

mi q$ igq^q 11 ^© u 

^rmr^t m% a^ 1 

|*§l RRfofl: 5Rlfgqfi#§t 11 \\\ 11 


5 m^ mis&fi ^ RfeiR 1 

qfaft *rftaf m> n ^ n (r^rr^ (s^) 


7: ri^ w 8 fwnsrf 1 

3^ n R0^t R*t 1 

mvn ii {\\ ii ( 3 ^ r ° 5 ^) 



RRRt: 12 3?: 13 | 

*m ^ 3 stil m ^ 4 im 11 \\* 11 


1. A.B. qw 2. A.B. qfcfqq | 3. A.B.—STURTR. 4. A.B. <tq 
C. q^ 5. A. T& T $ B. q^RfqgTO 6. C. STfa 

7. A.B.C. qrtf 8. A.B. q?qf 9. C. 10. A.B.—?qqqiq*qrai 
C. —qf qqiqiqT^ 11. A.B. g$ 12. A.B. qT^qt 13. B. {JR: 
14. C. qtePRL 




U* 

2 *^a ,| 5fifi(?D >pt qR^fwl) *sft i 

§igsi g* toi(S§) ^tf&i&swisrKiji ii (?Ri3g)(»'s) 
HT&Mlit qgangg: ^aiT 3 I 

fwfasg sRsni^q 4 # qp&i: 11 n 

asfiWircwiK gift i 

fqftig agisrag^a?! #i^ li ll (fqftigg) (s^) 

5 qi?in%*n%q ggt 5#g gpg 6 1 

sm^nftfgg w^wraiftag n n 

7 r?ii^ q$#i ®*prtt ^pragt 9 1 

,0 qg a^ifepn^gsg^j ifawr n n (ftigg) (»g) 

1 ’gi^iwr fi*Rqr gapnqrag qgg i 

snlwn fqfg®fiigj g^sf^ gg: u \\° n 

1 

i53t aj^g 12 5RR§ qs^igsra I 
g^igqsfeg gw g^gHigftg^ng, I 

13 fwiwfej aggj«#pii: *ggg n it (srcftsg) (v) 

1. C. Corrupt. 2. C. This vers© omitted. 3. A. 4. A.B. 

^ C. <T<3jT(or «Tf)fc%^r 5. C. Gap; first two words 
not written. 6. 7. C. Corrupt. 8. C. Gap; word left 
out. 9. C. Corrupt. 10. C. Gap. first word left out. 
11. C. Almost every word in the lines on this Karana 
is corrupt. 12. C. t>^rT 13. A.B. errcr? 

*‘ Pratyavrttya ’ is in accordance with Abhinavagupta. 
(GOS. I. p. 124). 



^tKAH«KNH^ 


ffsft «R: 4 I 

*& ay* II ?vi ll 

vng&vfoim i 

qcTT# *rfaWF& 3g*fefffeil I 

m n ^ n (*i^a*0 (^) 

ifefa w m i 
d<?p* W fa ^ *T& 5 f^T^ I 

5555iafe% f^ felTOdlfe^ II II (555512^:) (^) 
astsigpqi^ q^Wi 6 I 

3dl 7 ^f! i 

m $4fa to|: ^lawroClfcrci n ^ n famm) 0^) 

<EIRfnfeW& ii ^ || 

qiffeRlfWfa II ^v» II 

^°f^ 9 s^[fercRi^ gqq^f) I 

q$f «i: $tl ^ 10 ii^cii (erafisffeiq) Cm?) 

« 

tot&erpit ^g n qR*n ^faOffeigsssPi i 12 

gcrfWRPRW, m*i || II 

1. A.B. oft 2. A.B.C. ^t 3. A.B.C. ?$3?t 4. A. g*: 5. A B. vik 
6. A.B. 7. A.B. 55T C. &: 8. A. spfRrRTerart B. ^tqtn^ft 

9. C. Long gap from here up to the end of the 64th 
Karana. 10.A.B. qftf&rfr 11. A.B. ^ 12. A.B. 



TO 


m ^ sssfrKlfefr 1 ^ i 

f^I&SPI 2 RftqlJI: q#%: ||^o||(^f^fef»50(^) 

35f#5n3^ri 3 ^ i 

WRWRRfl^ erflftan u ^ ii (ww) <Sy 
3s$ 4 qpS§[¥ T%§t ga^m? n ^ n 

¥il i 

sn^: $^: 8 ^fWflt^Ssra: 9 II ^ II 

t^sq^S ?^n^l 1 

cwlqi 11 ^^ i^n ii(«n^fen?3(^v») 

5fwfcTi^i: q^t *??r mwh sW ^ i 

5ffta eRBTORT fe?FIT 12 5J 13 fi^ *KT: n ^ II (5lfef*0 (^) 

3T§SRI%RT 3rfit 3Rt TOlt ^ I 
52H#rq%Ri«nJT^^9qi^: i 

5rai$?>n3*rat qflw n ll 


qjiqf sn^il q^l ^ra: i 




l II II (3TOI^) 



1. A.B. ^BtJiT 2. A.B. ?TT^S¥r 3. A.B. 4. A. 3?4 6. B. 

6. C. 5KR? 7. A.B. 7$Tt 8. A.B. 9. B. oitfarr^ 10. A.B. 

11. A.B. T 12. B. fqPT^I 13. A. =q 14. A. fqPpftit 


15 





Of I 

Ma a q f fif ifgtBt ^rfi ^ I) II (3p9) (V>) 

pfa srfsiaf q*r# 3 50Tg$ I 

^I^^RlIl II ^ II 

ssif^ijsl 4 toI(?) 5 w^ 6 (0 ara&wa* i 

3?#TO m WOT#ffl II *v II (swftwo ftO 

7 sifijd qi^JT^CT: qrf&i*fpt | 

fl 8 plcl fekt q5jq5l3^^W 9 11 V*t II 

P?fei5p?Rl& ^ cft^lf^J 1 °f**RT9 > I 
e£fa Wm II I'W II 

3*5* ^S^qqtg^ | 

aHlfopft ^ WTO^te: I 

**$ *n? #rt ll II(^3 1, ^W5(^) 

1 . A.B. 37 2. A.B. f^qcTT^ 3. A B. ffc 4. A. at B. cTT 

5 . A.B. JTT5I 6. Why ‘ Karabhyam ’ again is not clear; 
for a fuller description of Avahitthaka, the movement 
of the hands to the sides and return back to chest-posi¬ 
tion is required to be stated. See Abhi. Bha. I. pp. 136-6. 
S. Ratn. VII. 726-9. 7. ‘ f.fNa * is proper here. 

8 . A.B. **T 9. ‘ Madhyama ’ means ‘ Madhyama anguli *, 
the middle finger. 10. 11. A.B. $ 



stftaramt qRjEsscoirft TO 

9f flge: 1 fl <£? ^oit qft: tl II 

sfl^fr 2 <#q 3 qfcnhra; i 

3FTIS ^ fqftfllfW#^ 4 || ^ || 

qwisratfi^ qto # 93 ^ i 

Jidt^T 6 qf qfe&ir n ^ n 

^ifaii qj ft 7 3srtl wifcmp i 

1 . A.B.C. H 2. A.B. g 3. B. g missing. 4. C.—6 . C. jt$t 
6 . B. 7. B. f^r missing. 

§ C. Gap up to this. 

* For these applications, see Abhi. Bha. I. p. 109, last three 
lines and also ibid p. 96, lines 3, 4. The S. Ratn. also 
reproduces these in VII. 624-5. I am afraid that Jaya 
has not understood Abhinavagupta clearly here when 
he seems to give these as alternate prayogas for 
Viksiptaksipta. The correct meaning of Abhinavagupta 
is that while some would apply this Karana for ‘Abhi- 
naya’in sentences signifying ‘ gamanagamana’, Abhi- 
navagapta’s teacher, i.e., Bhatta Tota, would opine 
that such Karanas as involve Abhinayahastas are to be 
used contextually for Abhinaya, but those Karanas (by 
implication and relevancy, such as the present Viksi- 
ptaksipta) which involve pure Nrttahastas and pure 
Vartanas are to be used in pure Nrtta, an idea correctly 
reproduced by Jaya above in verses 21-22' under the 
scope and use of Karanas in general. The further 
remarks of Abhinavagupta are a supplement to Tota’s 
view ; i.e., other teachers add that not only in Nrtta in 
general, but in cases of break in continuity, in pauses in 
between Abhinayas, in gait-movements, in change over 
to a new Tala, in stylised fight-movements and in 





II u (%X) 

a?!%rraf ^ frt 2 ^ i 

#i 3 ?z$\smi 4 n ^ n 


m qpg ^ (%fer i 

ft© ftft©se? ft^#f£r n ^ n 0*n%ra) (^v) 


ganpri© ^ smq?^ i 

q5f gftfa i-R© SSBTOft^RW ll^oJI (^) 


ft^iqrai: R^iTtoi aSgfferafiral i 

^(%lt <RT: || \\\ || 


qsfcn^^H qo^qfeqi ^ 6 | [ (\\) 

*ft3isqft 7 *iwt *m§sv *u ^ n (q^qfeq^) 


movements on stage in general, the Karanas such as the 

present Viksiptaksipta involving pure Nrttahastas are 

/ 

to be used. Sarngadeva understands all right for he says 
#3% where the word ‘idrsam’ makes all the 

difference. 

1. C. 3T*fer—significant variant but a grammatical misfit. 
2 . A. B. %% 3. B. 4. C. - hyper¬ 
metric. 5. B. 6. C. 7. C. ErfcT. 8. B. % 

% 

1 is the proyoga mentioned by some, that is, ex¬ 

pressions involving ‘abhinaya’ of 'gatagata*, which 
statement gives rise to the further clarification on the 
use of Karanas in general by Abhinavagupta. *Gata- 
gata’ etc. here in Jaya is also from Abhi. Bha. I. p. 109, 
lines 6-7 from below, which are corrupt and wrongly 
punctuated in GOS, I. The lines should read thusi -- 

— fefclFT f#<T: | iHHPURSlisrft ^^1^ Sfq^T; | 

* The use of the Karana as made out from Jaya and 
Sarngadeva is 'graceful gazing or contemplation upon 



gd ^ 1 II \\\ II 

3P®nk dsnSqqftqft i 

a^ntl sfei 2 n ^ n 


qf: Sfi^tfl: %H: q*t 5faigqFTd: 1 

q^sqqfeft ^ vrscf^ $v^n (^qw) (^) 

q*i^3*§t ^ ^ q^qns# 1 

q^: q|^l R^TqqJF^rPq^: I 

*f%§3 fgdtftsfq ^i qi^iqfe^: n ^ n (q^qf^O (V) 
3 5 w^i^f £*qi ^ii^rqfeq^ i 

^ q^n^ 4 qjzqjis^^ i 

q^T %A g^ifod n ^ n (g^ifed^ (&k) 

$fed: qj3[: q^t i 

\Rld) ^: 7 q>f| fcajER dfg^T ll^^ll(r%^R^)(^o) 

a thing in front.’ The text of Abhi. Bha. ‘fa^K^T^qwY- 
f¥f«T^' is obviously corrupt. 

1. C. Writing difficult ; last four syllables look like RjctH^q. 
2 . C. eft- 3. C. cH: 4. C. ^5TT. ‘Eka’ and 'Apara’ here 
refer to ‘Hasta’ which is understood. 5. C. 5T. 6. C. «i«Ml. 
7 .C. The line is rather corrupt. 

§ Gap in A. and B. upto the closing words of the Karana 
Sambhranta. 





m 

sppt sWcfW: 1 I 

sfe%i 2 ifi&nftawiww ii it 

#3# frl#Sf 1 qg^ftall 33: I 

qgsral3^ 333^ 3 ^l>ftl3 OT3 4 II ^o II 

■s 

2151 mrfl qt t5 5^: I 

*jjTOft=& 5^ ii^u (*9 

^I^tflcTr TOT 3%: I 

m R#Xl fRR^i#ferifw I 

aWJTRf^T || ^ || (^) 

to#3?it vfimm i 

3^35 ** 6 m ii \ v \ ii 

tor i 

TO##S*RR Rlftfa i'^tR^SflRX il^ll (^Rf*0 (*X) 

ito w\ RfeRftff&l i 
i^r m%4 1 to## 351 q# i 

fea^oRl# qj 3&UTOd: 7 3R: II ^ II 

1. C. Last letter difficult. 2. C. ^ 3. C. See Abhi. 

Bha. I. p. 101 last line : ^ ^IfR<?3^TcJT^cr«l ^HT I 

4. C. 5. 6. 7. C. Corrupt. 

* Means that it is to be used when Nrtta itself is the main 
idea to be shown through abhinaya. cf. Abhi. Bha. 

I. p. 102: snsn^nfir^j^ i 

§ Gap in A:B. up to this. 



UaWlwfW WwSplR 



snai 4 ftaiJrar jafasretf a«n i 
fasmfonwa Rtfansnf^Pr 1 11 ^11 

3II^l 2 sfcaf ^fRwfes) ^ 1 

*ia 3 ^tfrort 11 *»» n (wfWTO*o (^ 8 ) 

8#a <JR*P?ai «#qRqfl%R^ | 

al|* |f%a sdwa qfqarfta ^ 5 11 ^<j 11 

l«ai 6 a* a§#a g aq n -a> i * 1 

afqa as^K 7 fa 8 «Rwia 9 11 ?««. 11 (afqag) (^) 

IRial a a^l 10 aa ia"q|l saaal 1 

VO 

^ R^lt qfaiftff 1 * 11 ?*> 11 

13 er^i^ ^ sn^ffa^ i 
*raf^fora: qilt sqfonqqflfqdt I 
3 *®f*at f^srnfqf 11 w 11 (OTiq*ro *0 (*K) 

14t m sqqfecf: i 

v&ftsfaw 15 ^:f^ 16 gfe: TO I! ?<^ II 

C. Corrupt. 2. C. sn^r. 3. A.B. A verb is to be 
understood here. 4. A.B. SR>nf^nrfcR. 5. A.B. qsrqTfl- 

<W. 6. A. <rt. B. en. 7. A.B. qi^. 8. A.B. qrfqgr. 9. A. 

B. C q^TTU^, but not quite clear. Gf. Abhi. Bha. 
I. p. 131 . qT^cnT^lTO^ifq^rnrfcr i S. Ratn.—qrotq- 
*rWqs^ i 10 . A.B. j%R^rq*ft C. fqqto^ 11 . A.B.^. 

12. A. 13. A.B. m. 14. C. Corrupt. 15. A.B. fcR^TO 

C. — JRW. 16. A. tsfai. 



apfo?: <*>&{«: ftflfem I 

$g§ ftp! ^ II ?<^ II 

^wpa^ q$ q^qKprofeS:^ 1 | 

wja«sRi 1% TOPs^wra; ii ?/«n (ii’asng) («'») 

t«q|t g^stFmi \f%l wa: q>ft i 

mfcill ftwfrnf a qa qR*g ffep: i 

mmqm 3 11 ^ n (ffajqi^an) (*<■) 

*5531^(0 # am: qi?«i af? #iq>: i 

agai#ra qto qwr munaa: i1 

§ amt aa:(5sai)TOta ; (ara.) mi? sWsa # lmf:(a:) 

11 ^ II (5531#iai<^) (oq,) 

1. A.B. <T: 2. A.B. 3. C. sng^. 

* The lines on Latavrscika and Vaisakharecita are missing 
in A and B. 

1 ‘Coming down from the skies’ is the prayoga for this; 
the reading adopted by S. Ratn., Anandasrama edn., 
is wrong; the fn. reading there is nearer the correct 
one; Simhabhupala’s gloss would warrant here the 
reading »T?RfaJcT% (Adyar edn. Vol. IV. p. 217) which is 
all the more wrong. 

§ The line is to be emended as indicated in the brackets; it 
refers to the poses of the two hands ; Prayoga is the 
indicator and the left being in Lata, the right is to be 
placed at the chest; 


qniMi^im W,OR^Ki|(H ^ 

%R3^H% f #^ ^??6^ I 

\&m a $t: $tr& i 

%*re wmitl ^ ^Ftf^roftft: ii^^ii (^reftforcoteo) 

=qra? q^qqr tft *m f ftor^^ i 

^ SRRd: qtrft ^:qi^3JTI^ I 

^ra? ^ v&vmi sf^ n \cc ii (ifioi^r^) (<c\) 

i 

fqfegfeflliH 1 *%^3 2 ^fq | 

*R^ m df^qfeg^ li \t\ ii 

%*q qrc^g fifths**? #dd: i 

v 

^ftR!RR*r^ sq#^ 3 qq€cr n ^o n 

*m&\ 4 ^ 5 mm fTOffit q<?fe: i 

q *?rct ^K^q^Fd?: ^t i 

n3r 7 ^t 8 r^^§ ii i%,\ ii 0i5isftfem) 

M) 

3R5q?l: 9 ^ qwt 3$:^: ^ «R: 10 1 

qid ^ Rf^: I 

fq^oj fqqiqipRqifaft || ^ || (^H) (C») 

l. A. ^fesffarmfcr B. ^i^fenif^ C. fqrKftcTFta 2. A.B. 

B. Gap of two letters after this. 3. A.B. g’zr^S*! 4. A. 33^- 
s<ft B. 5. A.B.C. <Tl\ 6. C. Two letters in excess 

here. 7. A. 5* B. sr 8 . A.B. ^TT C. 3fit 9. C. St 10. C. 3*: 

* The correct reading here is 3TfrfecTT^JT; the basis in Bharata 
for this expression is P&2*fi!T: | The Abhi. Bha. (GOS. I. 
p. 107.) text is therefore corrupt; 

§ 4 9lfipftq% * woud be better, but no ms. has it. 





qsnfenwsrat qnK suma: i 

ftfetl q*t snPwfNtt ii n 

to+i^ii^^I 1 ggsraq^ 2 swig i 

q$ WfflRaJig 9f[J|^ g#ft: 3 || II 


^^fpcftqnfi a<qiitaqg i 

qjrarcqqRP^ ^^irfiiiF^St 4 1| ^ || (q^faqg) (^) 

qqiffet ifera f*qi q$ra^* q*| l 

P|^i||)!||^If^5<i| SWftspf )#g| 

^ H^l af^q% II ?V\ II (qgjR#aq) (is,) 

^iSNIwiaf ftg 5 qrfSRi I 
ftcR ^si q ftqpi wrcr: q^g n n 

qpfq q^qt^ijqiff qq*q^g i 
qniirqrsfq j#i gqtesraifq^ 6 mqg n ^,<: n 

qfefiigq55iaw ssfo?! gg I 

feqr g & 8 ^vk: q*g n 9 %% n (sroq) 

(C'S) 

1. A.B. 2. B. fcr% 3. A.B. *T: 4. C. faSOT*. 6. C. Gap; 

three words missing. 6. A.B.—C. 7. A.B. 3 
8. A.B. C. 

* A.B. 4 * may be understood as ‘ ’ 

according to the well-known principle of *n*T- 

JTT^U^yr • for Abhinavagupta specifies the hasta here a* 
the Hamsapaksa (GOS. I. p. 130). 





m 


g*: jqMrcpwffi san i 

\ VO 

aftlWFOT^ fifcfaftfta rfoa II Roo || 

f%TOt 2 S*q fqftftst ffe 3 ^: 4 q^R: I 

3^i^l§ *fzm ^mf *& ii ^ ii (fife&ftfeeraQ 

U<z) 

TOfawfo qi^^Mt ^: 6 I 
vm^m 1 «S|: ffedt Qm: fcT: I 

^ || ^ |l (ff§RTH) (^) 

sidfa qPrri 8 2s 9 qi^l 10 tfeg^q^ i 

1 m ?fej$ ^Hd*f I 

^fwi^Tf ^ 12 ^wm 13 ii \o\i\ (ffo^) (%o) 

q^fe \f%at i 

fiq#fcq^iq # 16 m m*{ 1 
17 ^qg^Rte^^qqRqj% 11 ^ n (%\) 

^pf^oTl 18 i 

f%f%5R%5T ^m: || ^ || 

1. B. ^sff 2. A.B. fqgqi 3. A.B.C. 5 : 4. A. ite: B; q^r: 6. A. 

*v 

B. ^ C. Gap of one syllable after ^ 6. A.B. JTcT: 7. A. 
B. wt 8. B. qtsrfir^ 9 A.B. g 10. A.B. ^ 11. A.B. 

12 . A.B.C. fcft 13. A. ^T3 im*m B. *W?T 14- A.B. 

C. *|jqf 15. C. & 16. A.B. sfl C. j (?) 17. A.B-C. 

inoorreot. 18. A B.C. ^ 

§ Probably ^sairard, ‘ hands with the same pose/ 



f*b*ll£s: | 

sig qrenwflqft ii ^o>s || (*X) 

^ fcra^i. i 

5^ afgqraaq; 11 ^ n (HqRra^) (%\) 
s%>nt qR*ii5f?3t qfc i 

qmt tis: ^RfcM$%dq; n ^ n (^PifliwQ 

(V) 

35^1 sqsifrRiwwqiigll i 

*RT ^ ft%Wft 2 2g3t: II ^o || 

3^g[^ m I 

& 

sra 3 ^a: 4 Idffi: P)|§.fft qa^ll II (3^^)(^) 

£ 

TO ^ I 

RfS^I qq^un^l ii n 

TO TO fl*U 5 Sld I 

*3Ito 3T II II (#TC>ff|d*0 

|^t Swfel & I 

TO 6 WR ^f %5%0I: II ^ \\ 

1. C. The whole verse on Recakanikuttita missing ; the gap 

is indicated by the numbering of the Karanas. 2. A. Slftj 

B. C. ^ 3. A. cT5f B. cT^TT 4. B. fcT: 5. C. cWT 

6. rR. The text vTrT: however does not go well 

with the further part of the line. 

* Here A. and B. have an unindicated gap in which this 

last line of Vrscikakuttita and the definition of the 

■ • • 

next Talasanghattita are lost. 


q$ cissfalis ^ i 

*& q?tf&rcr ^Fjir zlm^ n ^ \\ 

(v») 


q^teRt q>fo«I: ^3q3KR5fc: II II 
^ qj4 ^ cTif: ipg^ft I 

fqffpMs^q jrrt: u n 

A sng: | 

g^Slfei II ^ n 

ftq^iftq 4 i^r vt^mm u \\<k ii (<^) 

«KI%t 5 *& fqfoi: 3*355^ q>f} 6 1 

5|f%: *q%q> |J#T 5Rtf rRTs || ^o l| 

3^ 31 q>#q S^NW 3^Rf^: I 

swql 7 ^ qftqft n \\\ n (*w ?0 (^<0 

fera swft =5(l(f f^33^lfel3 8 i 

^ q&q 9 ^q ^ 10 i^q ^ 11 n w li 

1. ?ql%T%. 2. A.B. 3. B. 4. B. 5. A.B. HI 

6. C. q*: 7. C. 8. A. cnf?^ 9. B. qi^«r 10. A.B. qi 

11. A.C. ^ srn^ B. Rcraqq; 



If® ^W!flflwHH. 

*ffl ^I3t f^: I 

^ **nd m II ^ li ft 0 ®) 

3S#?: qpfo: $f aUTO qfatf^ I 

sraigsr mm wi^Rro q*q 11 11 

3Tfl^feqi^rc dp =W\ ^ I 

qtf steifor 1 q >^ 2 ii w ii 

fqfa ci^ft- \to qft#fcra[ 1 

3^ *d%q> fqfea *& li vi^ 11 4 (#ra**) (h) 

5 sreid q*t f 3 fa i 

5 qiftfq^t?im fftrd d&rc*^ n ^ n 

areqq^il qjfl 6 fei^i 7 #l fel i 
TTOtj^sqji : 8 q^jqqx q>fl li vu li (infers) 

3 SW: qjq: q> 0? 9 fllgCT: q ^: 10 I 

froffi: q*: qi ^: 11 dpWlfer : 12 | 

^ femtq: 13 ^ || ^ || 

m qiflt 3dl# ?j%3: 14 15 ?qq?: q*: | 

? 

ar^ilJia' 6 ^ qi?: 17 qi?Rro#ia: ll ll 

1. A.B. si; 2. A.B. *; 3. A.B. <£ 4. B. <£ 5. C. Gap. 

Vrsabhakridita left out ; consequent Kararja number¬ 
ing also defective. 6. A.B. sft 7. A.B. *rt 8. B. ^IT|: 
9. A.C. 10. A.B. 11. em 12. A. OTfNft: B. 

13. A.B. qi 14. A. % 15. B. ^ 16, B. C. 

17. A.B. ^T: C. ^ 



JR JR * | 

qafqflft^ Rig: ^3 [t[(?)* fq^qot || ^ || 

3J5J qi^^qjfq qj^T: 2 | 

3^: || ^ || (qgfq^) ($oS) 

3*d 7 %iqifa sqjqfiit q>f| i 
8 ^Mwi ^ qft#R n ^ n 

snqfoqi mf *Rqs 10 i 

q^qi n wfom qfedft i 

amfq^q ^mims^fc 12 n \y* n (q%^) (i*^) 

*3f f^ 14 ftfefefflgq;: i 
1:> 28d: tot: 16 qj^: qranl =q s^Rt 17 II ^ II 

qq Jjsiiq#q ^ 18 i 

qituig 19 !^) v&w&n H ^ ii (w^R) 

1. A. tf^jf^otct 2. A.B. qr^qt 3. A.B. fq 4. A. d 4 H^HW 
qfcT B. 5. A. 3fflT B. W1 6. A.B. 55T 7. C. ^TT 

n3 

8. C. 3TT55teT 9. C. q^T repeated. 10. A. Jjjqj , 11. A.B. qsf 
12. A. qTq B. <m 13. A.B. C. qf$r!r 14. B. qft=qrSFl 

15. A. ?2 B. ? 16. A. 17. A.B. 18. <T 19. A. % 

* No other reading is possible in A.B. or C. ; but ‘ ^«K<d ' 
here is hardly satisfactory, for what exactly is wanted is 

* movement in the skies or of beings moving in skies-' 

* 

Could it be l 



*. 

srst #5Wi I 

aB^R^oi 4 ^ ii \\c ii 

l 

5 STf^qgt: 6 qtaflfea 351 grrag I 

WijptsHsiTOTi 7 ^ af^aa 8 1| ^<?. || 

(1°*) 

9 stfe 3R33Jsrgl^Rit 10 '4a3 33: 11 I 

g##fat' 2 *Rqf friam^ra# u g»° ll 

Sr® w-St 33 i 

3*133^ Wt: qfSISSRflRnt II II (1*IW?) (?oi) 

fiftW 5 3 ^P: 14 sRotg W»3: I 

,5 353l3fa3l «' 6 *313 33t5a l7 afap?: H W II 

%reftfta3#fiaga#3 18 1 

3^3.HOgt*+< 353^atR)<J, ! 9 I 

^wa 20 ffea3a 21 g^fasj i 

wtangg: 5>girasiioi«P333 n || 

1. A.B. Slfer 2 . B. ;rt 3. A. ^ 4. A.B. 5*jf%0T 5. A.B. srwj^T 
C. 6 . A. ^ B. ?sT 7. B. 5 8 . A. C. 

9. A. ?B B. g 10. B. hT 11. B. ?rg 12. A.B. d. Then 
gap ; next word missing. 13. A.B.C. ^ 14. A. Sfcsfai: 

B. ^RT 15. C. 16. A.B. 17. A.B. C. ?T 

missing. 18. B. ?fte C. cftaf 19. A.B. $Rfcp. 20. A. fasTRT 
21. A.B .—^ After Kuhcita, one letter wanting ; we 
may read—ffacfira C. The verse has 

slesa between Karana and Visnu (Muravairin). 


g ryg rc r: 

a^RFR^t 2 | 

dlc^T ^m 3 II II 

SRfST^taf: *3: 5 qr#jtf 4 gfadlfcdl: 5 I 

T%*F3q g%Fjf |p| 7 qqq || || 

8 ^nft: ^l: 9 mft ^R 10 RR0T 11 I* 

qft^r?i ci? 12 ^ 13 qii mti 1 

^[OT^qtiT: m II \v\ 11 

d^ 14 i fd^«ld# 15 IcRIffR: R#%: I 

^ RlftfiW?rd f^g^fadRd: 16 || || 

§ 17 q]^^q|^ gfa: | 

1. B. dfe 2. C. ^3T% 3. A. ^TSTJT 4. B. sqiWr 6. B. 5R^ 

6. B. C. ?f 7. A. 8. C. sqN^ 9. C. * 

10. B. C. #. 11. B. 5) 12. A B. <t 13. B. S^JT 

14. A.B. <T 15. B. ^r 16. A.B. OCrT: 17. A.B. ^T% 

* The meaning appears to be ‘Once a way, consequent upon 
some natural activities, one may assume the pose of a 
single Kara pa.’ or in mss. may be read 

But, as stated in the next line, it is with two 
Karanas that the sense of dancing starts. 

** For these lines see Abhi. Bha. I. p. 93. 

§ The referred to here is that in Bharata IV. 31 (GOS.): 
5T¥*TT I The Abhi. Bha. text 

printed here : may be read as 

fOTTcnfasRTSl?: l See also S. Ratn. VII. 799. The 
text of Simhabhupala’s gloss (Adyar edn. Vol. IV. p. 
256) Teads here ‘ ffcT sqT^qifWfiRqgRT- 

f^T: |’ The correct reading here would" be arrspHT: | 

t After s? C. has a gap extending to several lines. 
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?ra?n^ t% 4 1| n 

5 wn^*^i^ Vsflffwfwi. i 

WJ[Hf*TOIW <R 7 5TO!^ l 

^5 

sr% «n^ 8 ftajmnrcl ii w ii 

Wmf fif?Wa(#?) 5R)®IHt 5| 5S^ i 

«wi ai?w*n 9 is I 0 , n?i^: fwwS n vv> n 

ffchiw u f^: 12 l^?rarc I 

snnjir q)»^si3 n vm ii 

*flffTC>S*TCI ?1?: wit 13 I#'!!: | 

ainf^fa?iK*?rc: snftraa: 2 n rv« ii 

?rai ^ ?wt?i^TiTr^?5i% i 

SERB'rafalF?. 'pt'lRHm aiq, 14 || II 

1. A. adds 3WT. 2. A. faf^r B. fafasr 3. A. St: B. 3f 4. A.B. 

5. A.B sBtrara 6. A.B. 7. A. mu B. mu* 8. A. 

9. A.B. ^T 10. A.B. *5T: 11. A. jfferar B. 

12. B. 13. A.B. 5t 14. A.B. 

% 

J The word ‘ Sancaya ’ itself here is from Abhi. Bha. See 
GOS. I. p. 90. last line: era ^oTWf ^ dc^f^lUcfl^c^T^ | 

* ITTg = ITT^FT 

$ These three lines are corrupt in A.B. Though the correct 
readings may be difficult of determination the meaning 
is clear and the lines are based on those of Abhi. Bha. 

4 

I. p. 92. 

I See Abi. Bha. I. p. 91. 


m 


’ftf 55^IJf 2 fRl°lfe f*#i %I^ 3 * (I |) 

q^^^^r^iroS ^?: 5 n vv^ ii 

I© II ^ II 

qi^n^ srftfifen: i 
q*if^ u qfefil n vv* |] 

^c^R^S^ ,3 |^ 1 ^^f?^3;i| II 

3^at ife*^iq^r 15 ^ife^l%^ i 
\fel: qft|x???ft: sqsWFto to 16 II w II 

3^ 6 3!ffrciori VR^l HHRRl: I 

^qw^TR: %m *m ^o n 

311^1^? dW£ 52 |tR w?i«ffj^r; i 
WW$R BTO* ^ 17 atRRRRte II ^ II 

1. A.B. $*rf 2. A. 55^rrf% B. w^ftf 3. B. ^ 4. A.B. Hi 

5. A.B. ?nfcn 6. A.rn B. JTcTT 7. A.B. ^f^Tcft 8. A. 

9. A.B. V TT 10. A.B. ^feTT 11. B. f^TT 12. A.B. ?5TT: 
13. B. 14. B. ^\ 15 A.B. t[ ^ 16. A.B .^ft C. ST: 

17. A. B. 

t There is slesa here between Ahgahara and Dvisatkul*, 
enemy-foroes. 

* Gap in C. extends up to this. 



qsrate 8»piqa § II W II 


a^ga 4 aa: pffojfagwrca; 5 1 

^ my ^fiq: n ^ n 

3{J^ %fe*arcrgq : | 

fa^^#nfOTI$fcRT ^ 8 * || \s$ || 

wnanff^g ym mwyft i 

ftg mti ^oi n ^ || 

I 0 3R^ 3 myfcm'" ^ i 
^ ,2 lfero^ 13 lf5ftSTO[ 14 *9^ II w II 

1. A.B. 3^4 3. A. wrt 3. A B. t. 4. C. % 5. G. 

6. A.C. qft 7. A. vrfgr C. 8. A. S C. ST 3^N?t 

9. A. vmi 'F^jt i io. A. ^vri^PcTWg;^ 11. A. *htt- 
fcijpjr: C. swTfcTg# 12. A % .C. cr 13. A.C. t 14. A. TOiwt 
C. 

§ After ihis B. has a long portion which does not pertain to 
Angahnras or to the present woik, but can be identi¬ 
fied as belonging to the SangltasudhAkara of Haripala. 

* For this see Abhi. Bha. T. p. 142 under Paryastaka, intro¬ 
ductory remarks: ‘n*r4'3nf^Tr ‘grafts cTcf; 

*44S£T^3 sPFTiwfcffi^tTr aftsrafcff I Cf. also S. Ratn. 

VII. 811. 


e r y^Kl : 


W 

qq*TO § . ^ II (f^ftf^:) ($) 

few i 

qFftlifa f 4 fa II ^ || 

srfas&Rifw <\%n\ golfed m i 

%fcm ^IIWII (qftfes*!:) (\) 

Wl m §#T ^ ifefSrT^ | 

33^5n^[%B WI fife II ^O || 

sfao^lfea* few I 

qfcf^i qpsfc&s fefe n ^ n (qpSSifc:) 

ft) 

s°sq^ aifitoiw wr%^ i 

spfer^fe^ 9I| 6 Wlf*Kr: II ^ || (a^lfed:) 7 (tf) 



1. A. C. fcr 2. C. ^Tfa 3. A. gsfi 4. A. C. qfc 5. A. fs«r 
6. A. ^T 7. A. Name missing. 

§ For these 4 lines see Abhi. Bh;l. I. p. 142 and also more 
clearly ibid. p. 153: «B;Tfg^T^fi^s ^ qftmqgro: gfa^Tf- 

*fe%r 'rr^fc^ w ^irfg ; mfg 

s*pq or ;fer) qjc^fer i 


^ wra. *R|faj: 2 II V9» II (ife) <S) 

•[ 3 $eTT ^3 vni g <r«nfafre&r ^ I 

q>Efe^ 4 . II ^ II (*TO) ft) 

fam s$fe3 z® 5 s^.#f %f ^ 6 1 

Jjgt 3|f|§S3ffl 7 %H% 3 ffitS^:** II ^ || 

^ ^PWlfe: || II (3?I^te:) (V3) 

Wlfit 3^ g^lftdTW^ I 
3*SR #<JH3 ffit II W II 

8 qtft*r^ pfftd*! 9 ^ift^l^ 10 I 

^ ^#T: || II (j^I^S:) (<r) 

1. C. Haplography. The ms. jumps to the closing lines of 
the Angahara Bhramafa which has the same set of 
Karanas at the end. 2. C. Line missing. 3. A.B.O. 
Gap. 4. C. The further words of this line are not 
intelligible: (or cT) ^ (or Jjj $JTTW f^fcf <TcT: I 

5. B. zra missing. 6. C. Part of the word not written. 
7. C. Corrupt. 8. C. Lines two and three of the 
definition of Mattakrida repeated. 9. C. * 10. C. % 

* Made up form Bharata’s text. 

** 8r»RT*nfaH« ^ 1 See Abhi. Bha. I.p.’ 158. 



l! \<c \it 

tfdfe^lfW^HlfWFl^ 4 I 

q>f^ || ^ || (aWflffa:) ft) 


q^fecRrlf|rR5^fellft | 

6 g*fo qgf^ssrai 3* n \<c\ n 


IWta qfeiq^ i 

q>6fe$* awtial it II (q^if^fe) 

ft®) 

f^Rt 3 ^ i 

3#s 7 fofe5*wa: n n 



=q 10 fqg^a: q#aa: 11 n \c%> ii (Rg^w:) 


wwft %IR^Rb *& 33^ I 




<Td: 



: TO I 


12 »n%q>!i$ 13 i 

: || \tc 



(VO 


A. 55Tt C. ^ 2. C. % 5 3. A. ?FT 4. A. *rrc^ 5. A. f% 

C. 33T 6. A. 3^?T; Gumpha or cluster of Karanas is 

to be done; See Abbi. Bha. I.p. 161. 7. C. 5^> in excess. 

8. C. 3Tff$rH3JT in excess. 9. C. 10. A. 3 11. C, »[ 

12. C. qwPwff$W in excess. 13, C. *T; and then qq ^ in 


excess. 





^ cRT: I 

*3JW *#KI: II W II fa^fe) (R) 


sjgt *® Rftaroarfta^, ^ 1 

ft:R qjftgsro i 

^ §#T #sqfll%e# *Td: II R^o 11 

qsf qq gq: whfS^wwr^ gS: I 

3 qqteq<q signer TOifiwpral^i: II ^ n* 

5& 5*Rs| I 

TOPBlft fg : 4 q%jq<qri|f=T || ^ || (snfee:) ($S) 

ftTOSn»re*R%5i 5 i 

II W ll 

a^gFIWlfftH 8 TO*? I 

^ 9 *?tq 10 qpSfcqfihq; ^ n \%v n (qp&#w»:) 

_ _ _ U (V^) 

1. A. C. qq^cTt | Abhi. Bhii. I. p. 143; the restoration 

there in brackets fq should more properly be 

q^«T fq 2. A. f*T4T C. fipriq. 3. A. fqq 4. B. Wrong 

% 

substitute matter from Samgitasudhakara up to 
this. 5. C. % in this word dropped. 6. A.B C. sh>g;q 
7. A.B. ^TWqi 8. B. HT 9. C. reads after this in excess 
W qHjfor^qft (?) 10. C. omitted. 11. C. Unindicated 

fap form here to the number 16 of next Karan a 
Acchurita; the entire definition of Acchurita is thus 
lost. 

* For this and the next two lines, see Abhi. Bha. I. p, 146, 
lines 3, 4; here should be ‘ffcqfqg/ 



a *® wv{ gw^gfer: m- n w ii (®n^fer.) 

(W 

$1 rn: I 

Wif&m A pld Am nfd*T^: II W II (*lfOT33:) ft^) 


%ffei m 5 ftffepwrfei^ 6 1 

7 §Fra*§$^i 8 ii w ii 

& 


qa^Hffi^ 10 ssw^nSa era: i 

ft ^ra 11 wt ^3W: *$§Sl 12 *11 w II 


I3 d%i snrtara 14 fe^rig^^: ^ 15 i 

wfefcsii B fd G W: sfttfdd: II W ll(fiFW:)(?<0 

1. C. ffTc^r and a gap of needless length; then 2. C. 

corrupt. 3. A. A 4. B.C. «TT 5. B. AA omitted. 6. A.B. 

_srrn*W 7. C. A A ^4*1 8. A. ^r B. has an extra <n* I 

9 . B. |tT C. c^l^rf 10. B. m 11. A.B. AA 12. A. <TT 
C: 3^: 13. A.B.C. AAA; for AAA see Abhi., Bha. here 

5TWJPBRST1 14. A. oteTTC: B. Slwrw C. s?n«r 15. B. fo C. j) 

* The hands in this Karana are to be Udvestita and thereby 
the Karana itself attains four forms. This meaning of 
this apparently obscure line can be made out by read¬ 
ing it with the Abhi. Bha. here (I. p. 146): iprjfsnfat 
f jf^vpr I 3T5T TTcpFI^I ^S^fafcT [ 
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Slftcl 1 m$'- 2 pfa | 

*mi q> k^i 3 n°t i 

^ *I5|fa q*FpT: R^tmrf: || ^oo || (qflftl:) (^) 

swfeifcn^ 4 q^fi4 f*qi ncT: ^ i 
%^ 5 q^ni =qmf 6 f^qomra^ n ^ n 


3^nnnq f^ 7 n^ 8 j 

o 

=q pffa n \o\ n (awfe) ft©) 

W&i *r% 10 pfa no^qs? sfa^q; i 

arcfq^ 11 gt q«ir^ cra^'dftt i 

qsfet qfefe?r wafemi^; I2 ii n (n^to) (^) 

ftfemfed noi^f¥ 3 ^m 14 i 

qwi^p5 ,5 ^qT^i 16 ^sqi^ W: II \°v II 
wfew qpftOT5^ II ^ II 

1. A.B. ?T; 2. B. tfSftT; 3. A.B. Unindicated gap; the rest of 

the definition of this Angahara, Paravrtta, lost, as 
also the first two lines of the definition of the following, 
the Apaviddha. 4. farr^ 5. s 6. ^ 7. A. ^ 8. B. m 

9. A.B. Gap again ; last quarter of definition of Apavid¬ 
dha lost. 10. A.B. start again here; this gap is 
through the haplography of $rfcT in this and the 
previous line. 11. A.B. 5 12. C. 35 13. A. f% B. fact 

C. =sft 14. A.B. cTC^ 15. A.B.C. «r which is wrong. 
The Karana to be used is Ardhasuci; see Ahi. Bha. I. 
p. 11. 16. B. ^fi 17. A.B. 18. A.B. fa 





tfSRT WF^r , UIRnt S^l: 2 || ^0$, || (tfSTR:) (\\) 

5?f% qq i 

qp^fgavfl^lf II ^ovs || 

#M 5Rt fifeRS? | 

2gfq^: 3 #F> 4 fell II \ot II 


qiqmraifq ^i^ 5 fer^cRt: i 

^q^feqqqisqi 6 qf&cnlq aqftsi n v>^ ii 

3^qq^n%^§^rfi[qTf^ i 

5555IJ^^ ^q^ qsfelRfa^ l| ^o || 

S G 3^FcTlP^T%?l 7 q^|^ II l{{ I) 

qsrc^q q>fefe^ qqfflft qqisRi 9 1 
%% q$JTO #sqqi%l 10 Kf%q: II W II 

^fqlt *qfell qiqifq^ qqqt g^: i 

u 3 $£ ^ot q^ 12 W ^qfef^q; n \\\ \\ 

1. A.B. ^ C. -q 2. A.B. q. 3. B. W: 4. A.B. qj? 5. A.B. g 
6 A.B. qiwn 7. C. 5r 8. B. % 9. C. f%: 10. A. 5f<$TH 

w 

11. A.B. Sf C. 12. C. 





3 ^q°i 3 1 

wift q>R?fq 11 \yi 11 (siifsrcrcfci:)* 

to) 

qfiq^R ^: 2 ^fe$ 11 ^ 11 

sm %rfafera¥ 1 

11 11 

Slfod g^ifed 8 ^ 9 1 

*pu®feaift^ 11 \\v 11 

^lftftfi!<ai g 5 fs? n ^RHcR 1 
5 &nft fliRSS! win ^ 3 c #fq 11 ^ 11 

wsto aroiffe «rarefa 12 1 

q^R: =qqjqo^ || \\% \\ 

3 *Ro^ fq?^§ q ^ 13 q«Rft^ 3% 14 I 

qjfefesnpRR =q B .sq 3xq^ || ^o || 

1. B. 2. B. =q$r 3. A. ^feScfr B. ^R?fr 4. A.B. «t 

5. A.B. faqfir^ C. faqffffig- 6. B. fwftsf 7. B. s^f^n 

C. ftftRTT 8. B. fSQZ 9. c: t. 10 . A.B.C. w 11. A.B. q - 

12. C. fq-. 13. A.B. has qqft in addition, but probably 
parts of the next word aqqf^rg^ strayed. 14. A. ?sr©- 
g^r: B. C. siqqf^prq 

This is a very long and confusing Ahgahara ; Abhinava- 

gupta is followed by Sariigadeva and Jaya but not 
strictly by either. 

§ See Abhi. Bha. I. p. 159, last 5 lines and p. 160, first 
4 lines. 



i^’ 2 || ^ II 

q*oi 8 ft i 

^ 3 n ^ ii 

Xfi £\ 7 3^: i 

aiii ^fdarrr^td^vnfa^q; n ^ n 
qof^Rm tf%8t 8 ^fodlftta: 9 i 

r^^ 10 ti#ifJ f#^§ n n ftf%8:) (\v) 

q«u^g$8 3 n i 

n w II 

88 3fl%8$ 14 I 

^Wqaff^T 38ffift I 

ewii8t T%^TOifer: ii ll (fawiwr:) (VO 

1. A. apj; 2. A.B. fiqW C. ^PT^R. Kuryam is wrong; Bliarata’s 
text has both readings gJ^TRl. and (IV. 237, GOS. I.) 
3. A.B. «TT§j C. qig 4. C. 5. A.B. tf^TcT 6. A.B ^t 

7. A. rr; C. ^f%%. 8. A.B. *facT: C. 9. C. eg^T?^: 

10. B. ^ 11. A. ^ 12. A.B.C. <^T 13. C. cT 14. B. JT 15. C. 5fT 
* See Ahi. Bha. I. p. 158, last 2 lines and p. 169, first line, 
t See Abhi. Bha. I. p. 159 line 3 for the exact expression. 

refers to Abhinavagupta’s observa- 

tion and quotation here from a Siva-hymn, to substan¬ 
tiate his interpretation of the simple Recita in Bharata 
as the Karanas involving Recita and the whole 
Angahara as comprising numerous variegated Karanas: 

j%RT^.5fcp^0T faffs' sqTK^ I 

smfar: n 

§. See Abhi. Bha. I. p. 147. 





few fW 1 ^ ft : 3 *WI % 4 I 

ftfftaq 5 1 UR'S II 

mwqfi era: i 

fwffi ii \\<c n (srara:) (\%) 

gsiiFlfeffi dd : 6 ( 

q 3 ra*w» m\ n ^ ii 

8 *$nm $&ra wfi i 

9 (?% ?IR ftcRM Sdltfeitff^ i 

a aal 10 g[fT^f ^ II ^O II (3gg:) (^) 

c c 

"qg^ftpn^ 12 i 

R^ift 13 Rffqra^rcf n m n 

* 

3Rl: I 

a 14 aa 15 ^^w5ftff^ii^^Rii(3w%if^)(^<:) 

srar 3*toug«*w^ i 

16 fe^ 17 q5%€n^l 18 q5fefe55nft a 1 

a5^d 19 wwff£rc ll ^ ll (3^0 (^) 

1. C. which is wrong. 2 A.B. tT C. f^f^RT > 3. A.B. ^r 
4. A. repeats six lines here. 5. C. % taking this as a 
compound word with the previous. 6 . A. fs^E^jpT: 
B. 7. A. B. 8 . A.B. 9. A. 35 ! 

frw B. ^xfl^r 10 . B. zrspff 11 . A B. ^3*^ 12 . A. 2 rfN 

B. ^ttSt C. RfirdWTir^ 13. A.B. <{t 14. B. =^r missing. 15. B. 5IT 

16. A.B. Gap but only one letter actually missing. 

17. A.B. ^?r 18. A.B. *sq" 19. B. 


srff^rcT: W 

^llfeWJTO 1 f%Sc4VcI faffed** I 

JT^TO 2 feRF?4 3 qfel*ra: m> II ^ II 

figfe** ^ ffe^TOcI: I 

fepsw? 4 !^ W ^ 5 l| II (t^T^O (\°) 

m 6 $qV 1 

-?]<& (-^?) 'rim-- w^ 10 i 

tt- ^fisw^Pra* i 

3wrerq>fe^n^ g^ifediffe** i 
arif^gq; foN tRsw ^ ii \\<z II 

srifei ^ pld feci: i 

W9^: f*fa qpafe?gs®*n II II 

era: i 

STIffl^j nqj^ndT: II V* 0 II X^*0 

1 . A.B. vm 2. A.B. $[ 3. A. B. 

4. A.B. isrfa 5 A.B. ^ 0 AB cT^SWt; hypermetric, 

wrong and probably has something to do with 
the previous line. C. cT3 extra,; liy • ermetric and need¬ 
less. According to Bharata and Abbinavagupta, Vai- 
sakharecita and Vrscika hive to be done twice; this 
‘twice’ in our text has to be understood from the words 
tRTRRT: ^33^ at the end of next line. 7. A.B.C. Softer 
8 B fe — In A.B. after fir and ff there is an unmdicated 
Jap and the line tuna into the end of the definition 

351 i » C. **% 10. C. 5T: il. C. fit!.. 



iffflspi'flst qt3l<l 2 I 

^iprsi 3 * ii ii 

a«nfq wffaafaw: i 

q^R 4 ?FR?rfrf*PRr qfiftaRjft: n n 

^Hii^iare^aifl’s'wfqa: 6 1 

»Rll|#aifai 7 fl#: 3*"!%: II \V\ II 

0 

8 (j?fep? ! iS^w^^35t|iw®ar: i 
33*raftar*& a#: aft^ltaai: n n 

P^R 9< rafa' 0 #RWiaifwi: i 

3?^:, II || 

\ * 

tqn^aiRaqfis^fe i 

"sw^ffai' 2 ^ 13 $K?tffl: ?3: 14 II ^ II 

35iaN(^5Hjl 15 <uaft: i 

f?i^Riqfe«raiq5teifrw: 16 n ii 

1. B. ^rfi C. 2. A.B. qfaf 3. A.B.C. =rTcT; 4, A. 

B. 5. A.B. fT C. which is for ^ 6. B. fa: 

% 

7. A. 5%«*frT B. mlsj C. cT^fcT 8. C. Line missing. 9. A. -cH 
10. A. fi: 11. A.B. 3rfafir 12. A.B. f^r 13. A.B. fpr 
14. C. 15. A B 16. A.B. *u|^r: 

* For this correct reading see Abhi. Bha. I. p. 91, lines 
p. 1-4. ‘fR‘^r?'<qf¥r:’ in next line obviously means ‘such 
Karanas as fit in mutually in a natural manner’; for 
this meaning again, see Abhi. Bha. ibid, line 2 where 
^ffarjr*T31T should read st^rfa: 0 . 





qqfo I 

qsnqr: q^iPr: ^qi^qErfqftfferr: n \*<c n 

wrfs^lfxq? 1 qfiq: *qf?^f%d: | 

5%II^d: || \*% II 

Jffiiq^sfqqi %b 3 | 

4 sq%qmgqi«iFqi5rqft«n 5 qqfqq: 6 II V^° II 



gqfrwqqq: qp&qfo^l a^rfq: 7 I 

qqfercift ^ 8 gqnrqiraq; gqq II VM n 

tgaqpqwqtsgrfq: fqq^Fdifaqt 1 

sqf^r^it^ 9 ^qjqfq^ \\ u 

qRoiis^ i 

l^Wll: tgWCRT: qsftfifal: II ^ II 
10 q^iqi^WT ^fel: sqSRffif: OT^t: 11 | 

S^qq qq 12 qtrf) 13 ^qig 14 fqfqqji VM* II 

f#r ^ 15 -^(^) foqfsqFTq 16 fqfe i 

qrfqqq qq qft^qifqsf qra, i 

qq 17 cTjo5^55fq^i 18 sFqiqiq q^q* n n 

1. B. Big gap extending over several lines. 2. A. 3. C. 5^% 
4. C. fqftrar 5. C. sr^iqqi 6. C. cfft 7. A. f 8. A.-S[^ 
9. A. m: C. Corrupt. 10. C. 11. C. f^T^r: 12. Haplo- 

graphy in C. Gap up to stNr two lines below. 13. 5^% 
14. *fc«ng 15. <JT 16.#?r 17. A. cTcT 18. A. ^Tqcql C. ^qiq^lT 
* Cf. Abhi. Bha. I. p. 164, lines 11, 14. 
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35CT1 1 \apfc i 

«H#^^f3 2 ^ 3 Safe&SSfilffil: II \\C II 

fqfq*t«|q qw? qjaftqqj &&i% 1 
&q*qtg[<fq lq qsfiq^q q ll ^ 11 

%q q>£*qq> 3^ 1 
4 sg<ft qftqlqt fq^q; qftqfa^ 11 \*o \\ 

%q&ig f^ftqq; 3 ^ \ 

3gf|q flsurc 5 qrafarf 6 q mfa: 1 

*m fq|q| 3ftqjqj 7 *q^| || ^ || 

§“ qqt ^ qlrfji^qqim qir^qr 1 

8 qi^q: *ftqqiT^ ” || ^ || 

ffd a*I^ ^: 9 ^(3T: ?) I 

qq%^*i afcn ^q ^qq>i: 11 ^ 11 

gqor q gsfi;^ ^ gg^urr* qqi 1 
u ais?Rrfeq«iFqq^^q^^:” 10 11 11 

1. A.B. 35lfmq 2. A.B. «TT^TI^P5 3.C. ^ 4. A.B. 5T 5. B. 

6. A. qT^iqT^ B.-qi^i^ C. qT^r <tt$ 7. A. ftqrqt 
8. B. 5TR: 9. C. gf: 10. A. ^rfsRq: 

$ This is Bharata’s N.S. IV. 18-19 (GOS. I. p. 90). The 
beginning of line 2 has a variant here as quoted by 
Jay a. 

* This quotation is reproduced form Abhi. Bha. (GOS.) 
I. p. 165. The reading in the GOS. edn.—30Ff[RTfaqTSTT|| 
makes no sense. Jaya’s quotation preserves the correct 
reading which means ‘the Karanas that occur at the 
beginning, the middle and finale of an Angahara.’ 



t “qi^q; qq?: m? } i 

a# II ^ II 


sjgt&l: 4 gw?^fe|crqt§ ^r $ I 
ft#r ^ II ^ ii 

“^ftor 5 ^ ^RT ^ 1” 

|3lfi g3d! ^5 ^ gft^T ^ II ^VSVS || 


fRT trsnRTO^ 6 '*i^Rr^-^R^^q» ^r^*nq%- 

IWrikiM grRRRPri 
^niffirf^r«R ?nJT 





1. A.B. frn% 2. A.B. 3rf5r% «ra 3. A.B.C. ^ 4. A.B. 4 

5. C. Corrupt. C. C. 7. B. adds SHIR: 

t Quotation from Bbarata, N.S. IV. 251 (COS. I. p. 165). 

§ From this, we may correct gsTJ^SlsFfl 0 in Ablii. Bha. I. 
p. 165, line 7 from below, into 2«FT?2TSFU° 

] Quotation from Bbarata IV. 257. 



[ $iq 

RR alftel%R: I 

ail fRsnwsaraq 1 Raa 2 ^aR>f*pjq; li i> n 

Ria$RfigR^3g<^a 3 «R%iftfR- 

sfa[§3T 4 ?^ fl?*? 5 g5Rls|ia&P& go): | 

g?it*R55#tn apil: r^r rriiwi 

%!t aRfa qPa&Wtiai 7 awia ii ^ ii 

*iafcl SRoftqRR: Rl^onfclR(R*)fRR?: I 
3KreRiira^S«nfR RSISRRISI^ RRg II \ II 

gg aa: 8 ^ia 53ft a^?ugaRa: 9 1 
gg ?irei 10 g^ig ta *rfa^5tia*m n » n 

RRS^q#! 11 an^j 12 R3ft& afiraq, 13 i 

RR3 R^ R# %RR3FaV 4 li ^ II 

RwR ai% g Rrag ^aainiRreRK: (ayv^) i 

fR?NFFR#SS^ 15 SRl^RS^lfifa 16 II 5 , || 

1. A.B. tr) C. 4; 2. C. if 3. A.B. goT^ 4. A.B. q 5. A.B. 

f?rara 6 . A. wr^i^msifcT B. iw^i%cra% 7 . A.B. ^ 8 . c. era 
9 . C. ^srassrai 10. A. f^r 11 . A. fora B. oftq 12. A. raT- 
B. rara% 13. A.B. ^rit 14. c. 15 . A.B. 95% 

"v 

16. C. sff 

* The context and meaning require ‘aTTiR^’. What is meant is 
‘ As Kings always like new things, whatever is new and 
is from different parts of the country, i.e., Desi forms 
of dance, are now dealt with.’ 



’ H OTt mifr g l W l Pl W 

jranaw§f% 4 aiftarola 5 >iH% u «» n 


3tg i n^WsR , #[ 9 l$ ,0 «I%Kit i 

II <i || 

3HH 12 f^ffrW^IW^3 15 §^ i 

II 9, II 

^ftaqfttnsrcs 1 %rafoiKt: i 
«?in^ I 6 f%im«i R^f^iSt n \o n 

JlfRISHf^Isfid^ «|Oiqgra«ftsa$; I 

flgsiteresftar 17 snpi ^ifa w n ^ n 

*tr a^t 18 flroiPi: ^qFt i 
f%gwtsgai ssqf «#i ii ^ ii 


smut 'Rifg *afe% iwppj; i 

sra^araffaiR iiret tfsaift^ 19 ii n n 


20 #apI33 wh ^raaip^ i 

Jpsircalf 2 '^^ ii ii 

1. C. srer 2. C. kh 3. B. qrewT C. 5H5KT 4. 0. % 5. A.B. 

mfarkTfcT C. srtfqcTTtffo 6. B. or 7. C. XU 8. A. *T 9. C. V 
10 . A.B. sft 11. C. filter 12. A.B. m 13. A.B. 

14. B. ir 15. A.B. qf 16. A. ftr 17. C. 18. A.B. 

19. A.B. firvp^ missing. 20. A.B. Gap; 27 lines lost. 
21. Indistinot. 







qpoiqpafiraift^i^55ti3>i3if!ra; i 

3I>af3t3>3RI^ 3PRR3lfe 33: 11 ^ 11 

3tf3 f33*t3W 3P33l33^3 3 I 

g3> Uj%$3|f3 || ?? II 


3W13T#I3| 3j) {33feft333R3 I 

■3?3al«R33l33 3331? 35^ II ?« II (333R3) (?) 

3IKI«P333^f*3i 33Rlfe^3— 1 I 

3R3I33 iftwrf ?f3gls?8?l git I 

*o 

«nrarai3^33 'RIP 3#333 || \C II (3313^) (?) 

3I#I 3I3R7J3I3 ?3&ll! 3T5 2 * jfelt | 

fe: ?(353l: feit 33 333ffe 333 || ?«. || (^%3>3}(?) 

3 3ig3t 3f? RfMIfw 4 31 (<3t 0 3ffl33 I 

flfeet (gf%E ?) 3lB3. 5 3UI33|33? II ?° || 

(133I333) 6 («) 

7 fii?3#53I 3RRJ 33 - 8 3g#S3*: I 

353: jM 9 %3t 33 3? 3151JE33 || \\ || (315)3) (H) 

33f?I33l 3133) g*3: 10 jUflt 331? I 

fil? 33lft3ts?3% gqrat^ % II ^ II (t®13?) (?) 


1- I Is it frT^irigT^:? 2 qig 3. 4. %s 5. Soraethingl ike 

cTT?5^?T; however, for the definition proper no essential 
word is wanting. 6. iwjfcw* 7. r>-TcTlf?«Tcr^. This 
planted foot should have been specified as the left, 
Varna. 8. flipft. the restoration stjtrt would be somewhat 
against metre. 9. 10. T^cT: 

* Of. Somesvara, Manasollasa, §<*£=3^5^ | 



wiranft q g i s nft w 

2 ff^T W qq d=?%qg5q^ || ^ || (%qi* ) (v*) 

c^TRfemt ^t 3 ffed®R0T: 2^: I 

3f^T qq TO^ 4 %: || *V || (qiTOi) 5 (<£) 

*mqi^ qq;i <qsraT: g?q»wil faqtsfcifl i 

tffdHjq TO ^ II ^ II (*teno (<<) 

m: WPJd: qftt TOP?: 283: fed) I 

6 m*fe§&ZS: 7 ^tTR^ TOII ^ II* (iitaTqd^ )(^o) 

q]WU *ftR»: qjfcoi: qj^ qqi | 

fq^q^ to qqqmi^q qfi#^*j n ^ n (qfoiqq;) (\\) 

5iFq«Fq^wqr s^isfe: i 

3^q: $fed 9 qi3**g*: 10 ^qfeq TO || || (fjqfaqq;) (^) 

3 r«?of eqqiq^ 3^: (q^: f) qqfqj gq: (3*: ?)* 1 

a qra?fag$«i to n ^ u Owisfano (\%) 


1. Before this, pa da 1 of next verse is found in addition. 

2. Before this, pada 3 of next verse is found in addition. 

3. vftifl. 4, 5. iTT^sq. 6 gEt%<^ 7. £T: 8. B. 

9. C. <TK 10. B gq 1 : 

* The gap in A.B. extends up to this. 

t A word for ‘the other foot* is necessary, as also a word 
for ‘in front’ ; there is one ‘g?::’ as also one ‘gs?:’ ; the 
latter which is needless may be a corruption of g^; and 

i 

the former of <TC:. 
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fam 3 n iwmm q*nq#R am n n (q*?i#*)(*v) 

t 

4 «^>q qfe qrf ^iroift^: i 

aproftr 6 9$: ^ CRT m*i II \\ II (W^) (\S) 

sr: qp3 7 wi^: ! t&srm qrf&RT ?zm^ i 

wwffts^: 9 qifwwi^ 10 ^!^ 11 II II 

(qiRJNT^O (^) 

12 i|^l qp§3^q qiTOT^f^l%T: 13 l 
^fWFta Rjft^fedSITpi: I 

cRRTftft f% II ^ || (^srg*^0 ({*) 

ftfeqr^S^RI^: qiWTRR qR^ I 

3Tp=T q^T 14 SlrR qrf&Trq^T 15 ftq cffl II ^ II (qrf^lfeo 

(W 

B*#m*q qi^q 5TT3^t qjnqp&r: 1 

«tr* 3 qraqSrc qaat suffer: 1 

WT% qq cTxT^q»qK 3 ^ftcTq II ^ II (W^) ({%) 

»lfq^ 16 SgoTRT^: qR^R^T^ 17 I 

Ob <TCR %33Tfqf 18 qR 19 q?q: ^cf: cT^[ || ^ || (qfqspq:) 

_ 1 _ _( 5 °) 

A.B. qrfOTj: 2. B. i 3. A. B. fa?iw 4. A.B. 3rr 5. A.B. q$qr 
6. A.B. ^ 7. C. £ 8. B. set 9- A.B. *t 10 A.B. qifwr 
11. A.B. 12. C. Two lines of this definition lost. 
13. A. fa’StfsRT; B. fMtfacT: 14. B. C. rrqi 15. B. *5T 
16. A.B. <fT C. arrtftqf 17. A.B. 18. B. srg 

19. A. 3TT3 



utl 1 %5Sl J 

fafcpraifta) 4 «ra n v» »i <*s^) (ty 


«»iq^^|fst|<»(d: 813 raifia: i 

3TO 38at 5ti35TOwtf I 

#n«Faw$H aa 6 n \c u (RvkjPo (\\) 

t 

7 «aq^fa %^?>: 8 awl fgjpft^r: 9 1 

3?g#^i5rg: gns$j% «ja?fiiHII (s®5Sj%) (K\) 

II II 

wnft *w*t n i 

|| So ii 

^raifea 12 $5nf^ 13 i 

ajfect 6 1| v\ || 

1 VlWlfeffi i 

^i%\\ *\ ii 

1. A.B. % 2. B. ftre 3. A.B. 4. A.B. fft 5. B. £9 

6. B.C. fp* 7. B. 8. A.C. ^>: B. 9. A.B. m 

10. B. rT 11. C. sfot%. 12. A.B. ?r 13. A.B. ^ M 
14. A.B. ^ri?3 C. ^F^TcT 15. A. «ft B. «ft C. 

16. C. After this the previous line is repeated in place 
of next two lines. 17. C. Line missing. 18. C. Line 
missing. 19. A. 1Z. B. *P*T 20. A.B.C. S3 





apawWs^ftf qft^raaq, n »« 11 

Sl?# 3 wn 5WI: ^ I 

aigVri fifett an? 5 *133# ii s'a ii 


#?®!i: 6 fifsarcsa #raac i 

v Cft 

5i55 9 #^ i 

Wfi #l 10 Rfailft || II 

dwsrid 11 sq^tetf^ 12 1 
q^qqi^i l3 qii 14 ^pq^ II »* ll 

a*m 15 f&r3t qq ^^fiql^iKfq i 

fqfq: ^qf%H 16 II »<S 11 (atf^O (0 

q^qfe^ q^q^K: 17 *qfeiftq: 18 ii n(^fq&q^(^) 

19 q^(?) 3^ 20 f^eft’q^ i 

21 Rq^iifeqqi^'qm ^ Mqifeq; ii v n(^ifgqq; )(\) 

A.B.C. sfi 2. A. q> B. Letter wanting. 3. A. fa; B. ift 
C. ft 4. B. qig 5. A.B. 6. A. B. 55^ C. 

7. A.B.C. ^ri^T 8. A.B. ^Tipq For the correctness of 3cW 
see below definition ; Jalasayana-Karana comes out of 
Darpasarana. 9. B. 5T*r C. 5R 10. B. snfa 11. A.B.C. *TRT 
12. B. 13. B. on 14. B. ^ 15. B. q 16. B. ^ 

fajrt 17. A.B. ^ 18. A.B. C. Gap. f^cT^ffavr; dropped. 

19. B. Line missing. 20. C. stT-JET 21. B. Line strayed 
below. 



Wl3[lfer m || ^ || (<SWR|feiq) («) 

atfaenvcwlfe 1 

**# 2 3d: 3 ^r^d^lfed II ^ II (^nfecR) (^) 

^ $^lfed qfe^Tfl?fe&di$fd: I 
qRteiqqqr fd^gftgq 5 g^: 6 1 

^IRllfe^ 7 5f|sfi^ J J^felR'|: || ^ II (^wranfenOte) 

fw? $t%a* 3?fe^ i 

%§q%d^ d3? RR^fddq || || (%SqlHd«0 

(*) 

PU^9IFrt ^^qoi^|fq | 

*ra d^^VirciNdg^ ii 'a'a n (^sqqjf#^) 

«) 

3#q^ ^ra^ 11 3f^ 12 g^i?^ 13 q*i^?: i 

qsntfta 14 q^gg ^ 15 i 

ci^iR[ ai-q^g^s^^ II ^ ii(^i^iNd*0 

W 

qr#$ qftsrpq ^gq mfm: i 

sTfiq^f (gratae ^feqftd qfK 16 II *v» II 

1. C. swq 2. C. a 3. B. ^ C. 5TcT: 4. A <£r B. ggr atrR hyper¬ 
metric; C. sM" 5. A. gto B. gga- C. toV 6. A.B. ^: 
7. C. ^jpqi^RT which is wanting in a syllable. 8. A. dt 

B. dt C. 9. A. ^ fT B. 10. B. k 11. B. X..... C. }-q^H 

12. B. 3TjfTsr 13. A.B. xrsTczrrir C. togq§ 14. A. to 

0 

15. A.B. May be (aT/^r^ meaning ‘without giving up 
the UtkatikaBana’. 16. A.B. dfto. Gap ; 4 lines, part 
of the definition of this Karana and the definition of the 
next, except for the last word, are missing. 



antoa aa: safa'atfa: i 

atosaai fa5^....%a<Rif5aaa n 'ac u (areriRil^aaa) 

(?°) 

3 «w?apaNiwii tfgaa (?/ qRatfaa: i 

5 fRifa& M^aipstofeaitoa 7 n 'a? ii (sipa^fea)' 

(«) 

sis# ssat a|j asiasf 9 a?PgRg; i 

afe ^ai)<to afea^ifea aai I 

gsRjfta ya: fatoat aj: n v> n (artoaifeaa) (•#) 

,0 3rshf% fS toafea 11 awifRaa; n s,? ii (sramfeaa) 

(«) 

sgRiato 12 a# 13 a® 14 *altoiafga ls aai i 

% d 

awl aar to aa^ftfiifeaa, n ^ ii (WRftoaa) (?v) 

|| || 

aaganaifgai) salfe 16 finals aaa. gla i 
3R>aaaaRsai^ 17 aa?a l8 an aaa I9 ll \\ n (aaas*iR) (^) 

fafea fto *aR^ fafaa afa ll a# li (ftoaa) (ta) 

asRl^to^Rpai Na^safsa aaa u ^ n (sstona) 

_;__(T) 

1. C. fa. 2. C. Wanting in two letters. 3. A.B. Line missing. 
4. 3gST 5. A.B. Line missing except for the last four 
letters. C. ^TT \ 6. fasforrat ^ 7. A.B. i| 8. C. Name 

missing. 9. A.B. Jp^r 10. A.B.C. 3T33>T 11. C. ?f 

12. A.B.C. fa 13. A.B.C. *n 14. A.B. ^fqt C. W 
15. A.B. ^ 16. C. fc^r? 17. A.B. sr^ 18. A. JRiW 
B. 19. C. Part of the line repeated. 20. A.B. 

c. 



qit sRviqRt i 

rKI ^IRrRRS*!^ II ^ II (sRRRWj) 


W» 

(K) 


% 

I) 53Ic5»T55$PJrH || 


SPNl^: 3 I 

qfoa m *?q$tf&TT II V 9 II (%^l) (\%) 

4 fNr $a? n s^c u 

(^°) 

qitl ^ | 

qtr&i 7 ii^ji (e^ft^ir^) C<0 


§51 Y $1^ %3 9 *R t0 i?%iT I 
mi ^ti 11 ^! 12 ^ ii ^o ii (qrp^i 13 ^^) 


(VO 


^ITO fct&b %rei&T: I 

9ft S? q^I II v^ i| (f%5?3[^) (^) 


^TC: 14 e?li§^lfesri^t (I ^ || (<^5qR%#) 


$\%£\ 11^11 


(V») 

(VO 


m?: sqs?: qp&5^«i 16 m I 
17 ^qi^f^fe spree? (a% rei^^: ii ii 


m: qre: >W: I 

^q*?*tfr ??re 18 ^re%: qft^tree: ii ^ II (^^ 19 ) C<V) 

1. C. % 2. C. ¥l 3. A. B. C[l^ 4. C. 5T. 5. A.B. 

C. ^ 6. B. ?ET 7. A. ^ 8. A.B- 9- A.B. 

10. B.-* 11. A.B. |! 12. A.B. 5T 13 A.B. 5T 14. A.B. W 
15. A.B. % 16. B. ^ 17. A.B. A big gap from here 

extending to nearly eight sheets of the ms. C. 18. 

19. sfoairesrwT. 


39)13^ assitfta 51313: ?IRi{ldft I 

IRI 33IWS 5133 5I3^f.>?, II ^ II (5R55133<0 (l*) 

r 313 wn ^roi 31333533 , i 

33I#3 331 qlrfe 3J3335lf33 p: II W II (3T3335: 1 ) (\<) 

3313?13 2 31§pl, f# 33 3&>: 1 
^flUWI 33I 3 535R?f 3|( 3313; I* 

d ^ 

?Tto*i ii^ii (wiw&pO (\%) 
wwzwil ftvRSJraw; i 

3RRI3JTCR 4 I 

m m 3 ^<zta-fei 6 1 

^OT II <^o II (q^Ri*) (\\) 

^nfi Svltf: Slfe: 7 fedt | 

JlfiR5TR5§ 3Wd: II <Z9 II 

1. ^*IW 2. 5f excessive. 3. «r missing, 3J 4. qt 6. 

6. Pilda wanting in a letter. 7. ^cTpET or 'TvTfrT. 

* It is called Kapalacurnana by S.irhgadeva (S Ratn. VII. 
759 and 773) and Parsvadeva (Sarigitasamayasara 
TSS. p. 70 si. 184). The name Kapalasparsana is what 
Somes vara gives. 

t See S. Ratn. VII. 774, where the main name given is 
Nataprstha, and Vehkola is mentioned as the name 
given by others. Parsvadeva adopts the name Vehkola 
only (TSS. edn. Sangltasamayasara p. 70, si. 189). 


1 





i 

fop) H <^ ii (foq^w) (vO 

n «R®ns*p>w* II 

*\ 

si $m mb'. ?$: m\ ii <^ n 

flg£#r qfoi i 

qifa ^ ii cv ii 

sift* sRct 5 mxm ^ (?) i 

m] qq fawn 11 <r^ n 

SHOT^T qlrPI fqfo: h~m 3^: I 

fet pqicoqf 6 q ( ?) fggfoufefqi m: || ^ II 

m sRlfoial ^fcRqqf$TO«i m i [m% =q) 

TOiWff q ^ %: II II (ffi 3RnW> OT- 

fq^RT 7 q5% c q mm §Sh: 3*1:1 

qqfoqq%;t: <nz® ^rfo 5 rqy^ 1 8 

^i^oi ffoj^T q^i 10 11 11 (aa^iroft)* 

1. There is a clear gap here of one or two lines describing 
the movements of turning like a fish and then rising up 
and resuming the standing posture. 2. H6lf the line 
lost; restoration based on context and the remaining 
part of the line. 3. q^cT 4. «JTfr 5. ^ May be Si* 

6. Letter doubtful. The pada is also deficient in a letter. 

7. 8. q*!^ 9. faq 10. ft 11. fa* 

* By Karaqas here are meant Desi or Utpluti Karanas. 
t Channa in S. Ratn. VII. 782. 
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2g3: I 

«P?I^ 5 FR^T n II 

^o^wyf 2jsfl | 

ftftq*Rfc^?F d^T g^Riiq^ || <5,o || 

«T2felfi 2 5fI«J%: | 

SI to fdfcw# 3 3^T: || ^ || (&ftw#)t 


swto^i: feffl*Tf23H; I 

S|: |% 3d 4 5W^ I 

*tor ?nsn 6 5Rft *rai II ^ II (sra^#) 


fdgd[ fft: I 

gnq^sq$T*?i II ^ n 

5|: q^lDi ffo gftd diftd w 7 I 

*T^d tol%t%d3Wft d^T II w II (sfedSiqft) 

1. cT 2. fa 3. ott excessive. 4. ffl 5. sfcfl' 6. *rfafo»T 7. g^T. 
-f The name is missing. 

« 

I According to the enumeration, we should have after 
Tiripa, the Bhramari called Ota. As it is, the laksana- 
grantha has only 12 definitions, not 13 as required. 
Ota-Bhramari is thus defined in Verna’s S. Cint. a text 
often pretty close to ours . 

fKTfr^toKd&f 5 5 f%: | 


cTT^R 5fr<n*qt$ m 5rT*%5I5?f^m | 
artai II 




5§: ffa ^Hlfe« | 

sr^fiitf qfon ^ 2 . n ^ ii 

* 

3 | 

9 0 0 9 0 0 9 0 m00 0 m 9 • 0 9000 9 9 0 0 V 

*W5«c&3toif s*fa 4 3WT:* i 

si *fi^ u ^ u 

ftaswtei g^lfadlfiSRI i 

fife: SWlffl ffedST# ^T II V* II (ffiRnwft) 

fWRfeNr: ^ WWl I 

qftat 5 i^»fi *>tl ^ ii ii 

sfiln^l 6 i 

awrafiftdf cTal^’rf^fi *n li ^ ii (sriFsroft) 

1. Line repeated. 2. Gap up to end of f^rchw^b 3. The Bhra* 
maria of which the Laksanas are lost are Cakrabhramarl 
and Sirobhramari. Two separate padas are preserved. 
^ §* q&a&L and ftrdswfaCT *TcTT 1 For laksanas of these 

see S. Ratn. VII. 785 and 786. 

=q^prf^f j 

and 

ftpCSRf 5% f**R^rfe<^ I 

«rftswfa Zft %: W fVflfcwfl II 

In Sirobhramari, the dancer stands on his head. 4.s3jt*n 
5. Definition repeated again after paritah. 6. ^Ttuapft 

7: aprfeTT 

* Vyoma-mukha seems to mean Dm*mukha. Is this the 
Dig*bhramar 1 of Sarngadeva ? (S. Ratn. VII. 787). 



wegqqt: m 3 $ n $oo n 

^5fen^^5^i«?i i tfp: i 

%m\ JifwC ? ) 4 «i *®?tm tfqRlftra: II \o\ || 

qg^T u ^rapit fowigirckfi i 

3R%3ITOaiJ: II \o\ II 

SE# SR qfe«l =qgt: I 

n \°\ n 

cwrcRIOT tot »Rsni?5iifenai: i 

TORI^ni^^TOT TOR5RTO: II ^ || 

qj^SBEltfa faf: ^ (q^ 0 q^: I 

*R*ra§3^«i s&flm q^i 5 ii ^ ii 

fq|q: q^R: i 

m ^tn^uftr: ?§i *fcrcsn^T sjqfef: n ^ n 

?ra mw^Kisnfarra - wirt^t - J|tf<HlV*ffo- 
^srPRRiqf^ - f^TRRTPri 
^ftesrpfB - q^ni - wRt - ^roi 

^ ts^mi a 


1. fll 2. May be read also as S5§f but Chatra is correct. 3. 
There are really eight, not seven. 4. May be fjf&RTTJ 
6. or 5Pn3«n 6. cTTeS 


[ 3TO ^gts^TR: ] 

qt^TO^F^ 3 q^qjqtS^I wp^ II { (I 

*ef^i: 4 N%#Slll 5 I 

STII^T: S5cT: %% *W|qt I 

fl^fecF^q (| ^ || 

z$k$i 10 q^*ferftq>F tof i (flfcbj) 

qiSfltjfe: I (*qf%q>:) 

3^I^ n ^on^5^|q^I5: 12 *F 5RW?^ || tf II (3813:) 

q^iq^feig^ qi^qt: i 

VO 

'rf?l% fisfaf wra, af fig: Q#fif f?l: II H II (PffrR) 


13 3 pa*f*a> 14 s^ts%*$ li ^ || (31%*$) 

1. cTT 2. 3 ff 3. rn 4. cT: 5. Btcft 6. <TT 7. jf 8. 55 missing 

/ 

9. ?; 10. set 11. * 12. efe 13. cT 14. May be ^JtF. 

•These are included by Sarrigadeva among Desi carls (Bhau- 
ma and Akasiki); see S. Ratn. VII. 915-923 and 981-1026. 
For a precious preservation of these see Parsvadeva, 
Sangitasamayasara, TSS. p. 68. Ullala is found also as 
Ullola, and Ardha-skhalitika as Addaskha-. 

t 





ftjgq fiq: q^T 5 jpP«?T I (SRlft**) 

fef asrq^ q^%q i 

qa*i$$q qi^CT 2^ 11* 11 (%q *0 

aisq wim gq? i^nMq^ 1 (1^1) 

»$s#fqq>r w pjsi 11 <^ 11 (^wli&w) 

tfl & i mf ii 1 qq qfoq? 2 ^ ^ 1 

3 gg: qua ^feqqqqq; 11 ^ n§ (qua**) 

& 

sga*rc<ife$q sifcqiq 3 qqq& 4 1 (sit^O 
qsiiftfqFq qqrf ^* 5 #sqiq srarf q 11 ?° 11 

qft %si& ?fa sai^ro ^ 1 (qsai^q:) 

awq jfeisn^: 6 aft 7 S7FI 8 %£*>: II ?? II (ftf^:) 9 

sma? qga: q?lt *#ar qpaatsqqi 1 

gwqfc l qq ei swqfeai qqi 11 H 11 (a*rcsfea:) 

^qi^q: femi&i : 10 $ftae?T ll qtfq %a 1 

3^q: fq?^ 12 2^: q«IF?qr^: 3 3^ II {\ II (3#?:) 

II ffa II 

^fe l 3 qqUiqt: qqrqw.qqiw 1 
fqftqi: qsfaf^qiiWqt 1 I 

f^trqi^ qqtfqft: 11 ^ ll 

1. »rat 2. ^rfcScTT 3. tJ: 4. ^ 5. f#5I 6. ft: *qr&: 7. U 8. if 

9. Name missing. 10. ft: Sfttfh 11. ft: 12. «TWT 

13. $ft: I 4 . qqqt. Verna calls these Pada-manis and once 
the ms. of his S. Cint. reads Pata-mani also. 

| Cf. the close parallel in Parsvadeva, SSS. (TSS) p. 69 : 
sretf jwr fatft ^37^ i 



few wwt ^ 

q* qffqgg^ m: n ^ n 

s?m«tef£ci qi^dstefe^q; i 
^3^ fergfscf ff 1 ^ ii n 

$gMl q^ =q 2 sf|d qfasffqq; 1 
|tqgn%rfd: RtrT)I: TO: qRfe^: || \£ || 

m*ii dis^; 3 qg^i q«q*q; 1 

4 0i^ JR# 5 rn qftO^^rftdq 6 II \% II (^qflrflaq) 

(0 

qj^Vq^lfrqi *q 8 qj4mftd dd: I 

fflg^mg5&38 d&dft 9 qqi *R: I 

dl^sfid d^d^I 10 qrafedllldq; IRo|| (qpifenfelH) ft) 


qq*q?$fo3gd ftrffa^q ^ q 1 
m qi^q 1 1 

m qi ^qdifedq, 11 ^ 11 

ft) 


qq^TOT 2g I 

qj^q: 11 ^ 11 



2. ^*5¥ifa 3. Not clear. 4. q 6. 6. fit 7. Z 

8. nj 9. Not clear. 10. qi missing. 11. $ 




f^td II Rd II (*#d>dlfid3 ) 

(») 

3j|^gqjf&iwjf fl&djfr T$m{ | 

fried fafrr qre: wrot difeq; i 

ftajsfi 9lfa aftaifcas®^ il ^ II (ftnfcra) W 

arp^^d 3*: 3^ifer°n l 

6e*i q^i d?#wfr fddsg^d d ii ^ n 

d3Fdf dU^ft 1 zm ms$ dl3d $d: I 

ddfr°I fddfrd d§rfi d^dlfedd; II ^ II (d3dTfidd) (A) 

3^ wfassmt: qqfror gd dffa; i 

dl^dSWatf dd dWSidlfld^ II \o II (qi^dlUd^) (vs>) 

dlddh 2 ^^toFpfi^gg: SRTd | 

dSFdT d^fr^d dISd 3d: | 

dd fdfd dd d^|: 4 #dd diddlfid^ \\\\\\ (dSddlftddt) (<£) 

3^ 3TO||l frgdljfrsgd: I 

% 

^^dS^ddll dd 3§i|g: || ^ || 
dI3*Fdl dOT d3FdFFd*Fdfl I 

|| ^ || (ddlg[d3) (’,) 

1. From this word onwards, the definition is written twice 
over. 2. repeated. 3. <ft 4. rffdl: 



qg re pfr mznwi: 

3?^? q*I^3*5lsSt ft*I: I 

fetes: 1 3^4! S|: I 

m*Q\ Ste^ilS$ST =S?) 2 ll^lt 

ft°) 

3^t 3 p&sj 

SgS^N qqf^OT 5|: I 

3e^t^cq f€s qqHiptf^ii ^ n (qqRg^O ft?) 

rf 

i^i * (51 j 0 4 s&SKSS3?^l i 

<> 

q^l sqifeal ssq^wg^qiralt i 

Gteat q?f ^ ii ^ ii (sSte^te) (?r) 

^^filmW^S^q 5 $d qfe 6 | 

II V s || (fq^i§^) ft*) 

c C ' 

zmi^'Wi ^"itewSsil 3^: 7 i 
fsgstssffosgd qqfsi^qi^i;qi: n *c n 

VO 

*& q^ qli^g steq-dl a^d I 

qissfe^ s^f gf|: q^qER^uif: ii ** ii ft*) 

fsg-sisf^ilOTq *fqat^gat i 
=sgfs qilt gqq<f.$st 3|: I 

«ra rretl€RR?itf qretf ?#ffif%5pq; ii so n («fsn#5gqq) 

iV') 

1. ^*ScT: 2. The verb here has to be in dual number. 3. ( 

4. ^ alone stands in ms., one letter wanting for metre. 
JJg; is suggested on the basis of Vcma’s S. Cint. 

5. 6. 7. word repeated. 
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q?T q$| 33pn«lf 9|: I 

qipoMT ^l^q^T^I^: II II 

dTOTdt $Sd%dmdq; | 

erai^sS^ qffi n ^ n faistefe**) (\%) 


^: 2 wiRi^qrat wiitw^qi^q*: i 

qrctaf wr: qT5 4 ast 5 g[f|q 6 qiqft 7 ii u\ ii (qi^^t^) 


8 ftg^ffoiiq ^qiqrc flW#a i 

qq d^d^i : #19 i 

a^qqifq *t%d;d (tt%^mi3 9 dTOqt: || Vtf H (q*^^) 




10 .qj^N" ^iil 12 s5TT 13 q|^n v'a n (feqjz:) 

({%) 

1 . From this letter up to cTrlTwl repeated. 2 . ^ 3 , q-fq 4 . qyj 
5. rTT55T 6 . fefT 7. ?TT*Tfafa 8 . The last line alone of 
the definition of Manjirasinjita is found before this. 
9. qq^q 10 . irrqfq r Obvious gap here in 

which a greater part of the definition of Citrapata is 
lost. The following is the full definition of Citrapata in 
Verna’s S. Cint. 

qiq fT^rssjrq gfq j 

% 

fepq«T =qT^55l?|^qi7cT»feiqfq | 
fJ<qi qf^qfirfa q^qd || 

Then is found a verse defining along with this the 
‘Vicitra’, obviously a variety of Citra, but nol found 
in the enumeration : 

qrq^qtq3=qqr^t fJcqf^&rcldfq i 

3TWT qq Cff|[f=q^ s?q;lf&rq. || 

11. % 12 . ^ 13. qt 




utixciiif 


qaiwiiq ^M'i'n 


fqgqt q^qt qis#: *qqn?#q: i 

a^qptSBd^pqf g3=T |cT^ I 

qq f#T rf^rR piS^^qT l| || (gfcm 2 ) 


w 


ft°) 


qR#qte 5 ?q qiW q^l%oiqt^. i 
q^Tgfei&q ^qifSq qrcigq: i 

q^: aqferqt qq f^ 4 n »« n (fOT; 4 ) ftO 

aigUi (wrcqi^qiy^q 5 q^iq^ i 

3pq: % fwgq^qi^l I 

aj^lft^q cl^I qi 2 : H$im\ || V<C || (3R5qq|2:) (W) 


a*#Frcq q?^q vm*. 3 ^: q^ 1 
^qff^ q^grlr ff-pl ^qr%% 1 

^ ^y || tf* || (q^^ffon*) (\\) 
^rT^q *qiqq %ST#5tfffq: || V || (fq^tuiq) fctf) 

k 

qrai qqfg^sitfnsqja^a^ 1 
qrf&Hifq m fqf^qq^Rq?: 6 gq: 11 ^ 11 


fstroFq# ^^qT^fqqrq ^ 7 1 

feqi^q qSfcq®^ cRi q^fofsqqq; 1 
s fq (ft: 0 qT^q§^qrff%T 



tS3^ 2. gfor gferq.. 3. fine 4. May be $f<T also, for 
the ms. usually has sy for ^ 5. ®r 6. ( 7. ci&TTW- 
gifcl*rW<^ 8. This line has strayed up and is found 
after Pad at alod ghat tit a. 


as HWWW # imfe 3 JRi I 

a?T §§M || ^ || (ffWt) (^) 

mmM gwfcren: wt i 

aiJ^ligflPH 38 lgwll gs); II II 

qvq ®sfi g# jri i 

3^ fctf ^ 2 II II (^3 3 )I (^) 

TOflSgfe#! (sq/^q gfq fwRP* | 

q*o) ^ I 

qqf^oi ^\m 5 II ^ II (sf^dqBsfiq^) 

3 f^ =q fl^RT 6 ^ fw^q^lfal: I 
qRl fifel: ^|(^qi: ?) - 7 q (?) sl: qiSffe || ^ || 

n ^gTfefcTqi^T: ii 

3 T#^Ff 2 T ^ ft^qqq; I 

qi 23 swfq%^* m li ^ n 

1 . The third letter of this word is confusing. 2, 3. 

4.^ missing 5 . nTT'Ji 6. 7. one letter wanting 

for the metre. 8. ^ 9. *T 10. ^ 

t Vema Bhupala’s S. Cint. calls this by the synonym 

Satkona. 

• • • 

* Means ‘at the end of his definitions of these Patas*. The 
next line is what Matanga said in the Deslnrtta 

o • 



qi^3?qm a^ 4 3^: 11 ^ 11 

|0 qi|^qf 1 

$Wt i\]*W f%T: 5 qjsq^ 6 @^q|: 7 3^; || ^0 || 

suit m^\ qifcoftfon 1 

q^ffedi ftfeg*qf ^ntfqfe^r 1 
*\$mi q^ii^ri m afi&rasffero n s? n 

* S , *\. ' ' 

q^ 5 i 8 %^oft tfsrffenf*rar 1 

qfen fsfei 11 ^ 11 

egifteipi ftfesi 1 

r. 

g^pifsfq mfo qfi^Rj: 11 n 

^5^13?:^ ^srciferaifl^ 10 1 

11 ^ i! 

section of his Brhaddesi. Cf. Verna’s S. Cint. Ch. 6, 
at the beginning of the section on Pata-ndanis : 

fqf%^T: qi^(Y)fpJT?Tt fsfeKaqfqRTT: | 

‘SqpflT qs^q^TORI'TOVfqfcT || 

qqcn (qqm) gf^n *TcTs?nfq gf%m: i 

2. to; 3. ?fr 4. fl-R* 5. err 6. % 7. «r: 8. st: 9. * 

missing. 10. fb 





R=W| I 

*\ ^ *v 

m: to tofflto^rfto* n ^ n 

%w\k l (wl 2 tod: i 

tRi qrl! e^idi tti n v® ii ($) 

m to mi qrf^toto*& i 
m qftftai qrr^ftdi ii \c u (toftfan) (r) 

flfd^FWIWl frlMl 4 sw?dt I 

distort 5 ^ 6 qr|l fito qfe 1 

v%i dtflstoM ii ^ ii (\) 

^m(w?)^ 7 ^ dual ww- flOTI^I 

msflt n^rT: WRfflWsfe?! ddl II ^>o || totos$J)(V) 

to to 3|: i 

mm cn n ^ n (fd^toto) (S) 

to 1 ffed) ftfeto *F^d: SRRR 1 

c 

*wto wi^nm ii ^ ii (awffirai) (\) 

2. fit 3. ^ 4. last letter not clear. 5. Hypermetric; 
one letter in excess. Vema does not have the specifi¬ 
cation in his definition of Taladarsini. 6. ^ seems 

needless; if it is dropped the metre will be quantitatively 
alright. 7. wt. 8 . 

4 smintPTT : > is probably the correct reading. 



V\ 

SF8I3tfRl3l 38li 333I388$3: I 

q«ri|5t 33133131 33%: 33>itl3 31 || 'SI II (3?®)* (v») 

3&F3 $5(fe)^‘ 33 833l 2 3*3: 3>8T3. I 

f^n^t 33 Rtriir %qg^feaift3i n «» n ( 3 ^fam ) (c) 

333$ 338Ff a 3 qrH 333183533: I 

3W33ftat 33 ^3 fafegsi fjst ii vs^ ii (ftfegm) (%) 

*gfia% *8133> 313) W°JI3I3#3 l 4 I 

33it 33 31 RF^Rfefil II n (gjtfgfefil) (^o) 

83 5 03J3%^3 3|3: 8H1333fi33l I 

33li 6 33331: 33 33I3?33I 8H38I II oa || (853331) (\\) 
30)31383 8llt 3IH3«feR8lft3: 7 I 

831 8313331 3J31 || »<: || (8318331)) (^) 

^gflR %8li 338lVl 333: I 

!) 35t33l 3f*8^S^3 311 3^835rfe38>l II || (S5%3S|ff$|) 

_fa) 

1. eft 2. UT: 3. Doubtful. 4. ?T 5.’-^ 6. ^?T: 7. cfl: 8. ^cTciTT 

There is to be a word meaning 'lifted’, for it is the leg 
folded at knee and uplifted that is to be drawn quickly; 
hence the reconstuction cTcHI. Cf. Verna : 

ST^af W | 3TT$«T %ITT^ etc. 9. Haplography. iFFfoRt. 

/ 

* The name found in enumeration for this Cari is Katara. 
The S. Cint. mentions no such alternate name for 
Katara. In the S. Ratn. however this Desi Bhaumacari 
is called (with definition in identical terms) as Katara- 
See S. Ratn. VII. 979. 


t Paravrtta in enumeration. S. Ratn. gives it as Paravrt 
tatala. 






\€* 

qr?ur%fq i 

II <Co II (q*l%f>f) 

iSgqisiqpafai §a* i 

3 # *HiTfaa3l9 ^|: *ffen qfoStf&n n^n (^Ren) (^) 
$<%%: qtf qreqfaf g^i q<?i i 

qRoft qq^ 2 35^oft II <Z\ || (3^%oft) ({$) 

JTcTT (I c\ II (ffafel) (^) 
fqi? 5 ^ *rt i 

3^q ^ 6 qfi^ 5TJJ: I 

iRoi^ife^ift^qj ^|(f ^Rtfq^oii: || <^y || fefpffllfffin) ({<£) 

«wifwiwi qi^roqte^ i 

l«ra qq qfct qsfefifa d % n ^ n (qifecii) (^) 

q^jiqq?feq wmifeal q^i i 

qtrfji ii ^ ii ($$ftqsi) (?o) 

q$ qflifasnsiT: ^P3|q?i i 

f*qflifi^ 7 qife^q: it <r^ n (^Rsfitefro) 

(=l?) 

* 

1. f^JJTT 2 ft 3. fa; 4. «? written as tr 5. \ G. ft repeated. 
7. fit: 


'flit qfiffefl qflqq: I 

SBflt m w qt^BI 33[1 it: II II (^rasi) to) 

<sw3*q 3^q ^qispqMision 1 i 

|| <^ || ( 2 3*fijferi) to) 

gpiffea qi^^cqi^q tera; to ?) i 

q&q q*qj f^q^T q^i n <^o n (q^iRm) to) 

qipqfq^ss4t 3 fqfetl 4 3qto: i 

% 

^iqqqqt qq fqfesT *n fqq^ n ^ n (fqfegr) to) 

qKqkf%gqto qqq 3 *: i 

<qftq qq fq^: n ^ n to^rct) to) 

II ^4: qff^feT: II 

qjj^qft q ftg 5 qisgf^q $ftaq; i 

*qqi4$niqq qqw n ^ n (frozen) (0 

q^ 6 f feqgf^cq 7 qqjq 3#spi i 

*q*qpr fq%^q 3 *: 3 ftfq at R5: 11 11 (g*:%qi) to 

qraqpaq qfe c q ?g#: q^i to 1 

8 qj^ts^q: *qfita*sreq $?4tq q^fq gqq; 1 

3?q^rqT stofqfq: qftqstf&u 11 11 to^qj) 0) 

1. «T: 2. 3^3 3. f^EI 4. Siq^ 5. %^T 6. m 7. <3f missing. 

8. «TT^ is clear ; next letter confusing. 


23 





fefq | 

erapqf ^n%ETcnf%^r ik^ii (aferariiaT) (v) 

t v 

5H3<a ^ , 9^R ffer ^ i 

^*$1*$ 5TO ii <** ll (s*?ft) (^) 

qatf 3 ^: qtf ^ i 

v& si w$ H3] n ii (swft) (\) 

q^ROjq | 

qsr gj qo^qi^ qsfigg^qipr || ^ || 
qi^lfe 2 ^ qjq: ttfP#t: | 

<TI^ 3 ^sfi qfe | 

3$38 4 mwi II {oo II (^D^qjqj) (v») 

q#qfeo5; mz: ^ I 

|q^Rifef: m qft#iai ii ^ ii (to) (t) 

ssdNj i qi? a q?q^ i 

33^5il3ftq ^f 5 ^]ft qltUT I^fqft: ||^ || (as^Ng:) (%) 

% 

4 

fofesrcnrft gl qi^q^ \ 

\ 

^ftrl q5I fll a#3ffifcl ^m] II ^ II (3R5RIT) (^o) 

WWF^fej: qi?: 9S3: fUfflt 3f: I 

=#: qfoftf&Ti n ii (a^fon) (\\) 

1. 3t 2. cT; 3. 9155^1. 4. gt 5 . q^3?f or q*qf 



35525 1 3|: ^2^ I 

Jfci: qfoatenfer: ^ 3#=T ST TOf II II (^) (\\) 

TO$ 3^ wf wi | 

3plf^ 3 ^f sflW II M II (f%l) (ft) 

# *pr: rap? ^ q^ 4 i 

^ ^ ST CF%: II $ovs || (ffal^d?) (^) 

si^i ®5E)5j5(fvi s?r n^ocii (sifssgfoii) ($h) 

•RIWWl^S® #1 5(13^1 i 

*n«rat *na 6 wi raftft'rg i 

3RI|Sm flf |Rl 5t5Enqa5fiWI gl: II {o% II (si^JRtlf) (^) 

II qt^^r II 

*qq?^m^raRinT*Rr d$q||^ i 

5 wit m m |R: i 

craflSftqR rItui qr: Ir n ^o n (a^ffaij) (\) 

^j^IJ^g^jtq 7 few 8 s^: 9 g*t 10 RRT | 

Rff^TOplftfe II ^ M 

/ 

1. gq; 2. 5T3TOTT 3. repeated, 4. or q% 5, 6. cT 

missing. 7. inf^T 8. sf^TcPgl 9. & 10. <T^I [P] 11. ^HJR 

* From si. 116 below, we have to take the following four 
carls as combined caris. I have not been able to trace 
these in any other text, but for Antara Padmasana 
alone, see S.S.Sara. p. 67, vv. 148-9, under Desl Sthanas. 


33* gaflpMW fe# 1 2 * I 

i^ 2 |^ 4 S. (I m II (^) 

3fT55^l5TO JfTO: I 

5 ^^T a§? q5f 3 ^: I 

.j ^ gj f^ftififof || ^ || (faftfo#: 6 ) ft) 

3?gCT JI*H 7 ^f 8 sj|[l 9 q^ITCH 3?l: | 

fq#R 10 ^ fi% f*: qSTTCHIrft || \\ 

sqlft qsrntf *fr i 

m n wwt ^i^: n^n (w?ii^)(») 

=qrffotf sqtgTOR quraife 13 *mra; i 

*^qR5RRii 14 1 

^teiRR 16 *^rt qfe^Rf sq^a: i 
qaffiiift 17 qqq; n ^ n 

elgq 18 5i$a*#«i3jqf& 19 1 ft) 

Vffa&mmi l^R3?tS^0Tq; || ^<C || (\\) 

1. 'TT^lm*! 2. f^r 3. 4. cf 5. The actual words are 

not quite clear, though from the name, the nature of 
the movement is obvious. 6. irfcJ: 7. 3|f 8. iRJT: 9. fjr 

10. tj 11. Metrically wanting in a syllable here; ^t, arfaor 

^ might have been here. 12. am 13. t 14. <r: 16.35 
16. 55T»rt^ 17. jt missing. 18. hit 19. ^T^ff« 5 } Calivada in 

S. Ratn. Owing to the defective condition of mss., these 


^ 

fcuqopj; | (^) 

fewt ^M^lfeTT 2 ft^|fqj: || || (^) 

55??: #Tfe£faR: 3 | (q»^) 

ft*i 4 s^eg^r i (^^) 

feds <rat jt^iPp^ | (^) 

5 (^r m n ii 0?:0 

gflfo: *ifs$ i (v'a) 

|| ^ II 

6 n%rfi* fltg3 ^TR 7 cK^MT^R^T | 


dRJWdiRI *#TI 8 ftfqR f^: || ^ II 

gT3RJpflfcn | 

q^TOT siQ^JBW’siFPn^ II ^ II 


Desi-lasyanga names are preserved differently and in a 
corrupt manner in different texts, S. Ratn. (VII. 
1215 fif), S. S. Sara (TSS. pp. 71-2) and S. Cint. 
The number also differs, 10 in S. Ratn., 20 in 
S.S. Sara, 27 in S. Cint. and 46 in our text. 

1. *sfT^TI 2. err<*R or greim 3. 4. Second letter not clear; 

Rinka is the form in the definition below. 5. Bracket ted 
portion dropped. 6. 3T 7. *nzr: 8. *T^rr 9. q*H 

* See above p. 79 under the first sthana Vaisnava ; also 
pp. 82—83. 

h 

{ These 4 lines occur earlier also under the general observa* 
tions on Sausthava, pp. 82-83 above. 




»j^RSRf aa^ttgara: i 

sia: q? g sfa 1 <r # a fa^t n n (#sq«o (?) 
fanrofai qm fafafa#i a i 

6 'a 

V 

^Wfwtrci aspl ai nroi asi n ?^s, n (wi) ft) 

swnf na fa: farfq 3 qifaia i 

#8^ ^‘‘fafnani *a$ag nsi (?) 5 fa#; i 
s^ffaffaria at n ?v» n fan) ft) 

n^faasqNaasifaa^fi^qa i 

fagtswai warcFi^sat srs 3^ n ?;?<; n (51*) («) 

35a«fa aiwafa awn,* 1 
sqsnaafa qKqaqzaaaisa^ 1 

«»fa afaa ar a# 9 *fafa 11 11 ft#; 10 ) ft) 

In *n»ssn I1 »#8i 12 #g3 a figsfa 1 

a?l §assqt 13 fa a?t fan =aasj 14 qfa: n?v>ll ( I5 aa?qfa:) ft) 

\ 

afaqifafaji: 16 a#$ifaaq: 1 
S)PKlfan: *$tsfq 3#tfafafa II m || 

aresag^rgn f% 17 qHfiftla 18 aKsna, 1 

g§arc farafa s# 19 fa!fa*sq* 11 ftR 11 ftfo 20 ) ft) 

1. 2. ^TWT 3. f^T 4. 5T 5 . 6 . 7. 5[c5l 

8 . 5*5 9. 10. =mft 11. 12 .g 13. f| 14. 15. 53T 

16. (T 5 T gt 17. 18. 5 19. 20. 55fe 

* The significance of ‘Samagama’ is not clear. 


^yiw^ viw ^i^itjptr 


*T^ q^l 1 foil rf^Cf^ 2 fT%^: I 

II {\\ II (qqjft:) 




$m\ fgrftijq: wifiwsffekr I 

$SS?flfofttfFR 3^5*R 3|: II l\V || (zm:) (%) 


(?) fifaqi«lRT R^* I 

#qq Tjfc^ifom ^ ii ii (gqawO (^o) 

3®fa: 3^: 4 RRqftfq | 

3 $ fe5fafl Rg[J 3foi 3I3RH3: 5 I 

vo 

■wfarasR 6 m wip; ^Jigfntq 7 ii ^ ii (3ftsjfoin) (\\) 

1. *TgJ 2. rrs^T^I^T^ft Here is repeated; part of cf^ is 
dropped owing to the proximity of cHR;. 3. The 
line is corrupt and probably contains parts of two 
lines; ?Tcfa>tC*yr, itself a likely corruption of 
forms the beginning of the first line and the second 

line may be.aftcPTRIffi *p 3 «T^ fqqtofi I Sukalasa is 

the concerted display of the voice and the instruments 
along with the dance in between courses of dance. 
Compare S. Cint. 

fer ificT^Tgiwn f^TRqs^RTO I 

a-vn R5T 5^551^ U 

which is, as in other cases, pretty close to Jaya. 

4. B. <mr: 5. B. 55f55.g*TRcT: I 6. A- B. cnwn* 

7. A. B. gopn C. jf?TT. 

* The long gap in A and B ends here. 





VKMJkiim 



m$rt 5 q^Rlfo TO^qi 6 | 

&* 3^ I! ?»v» II (3*f:) 

3fm*T*fa[lt<TT 9 »T# 10 ^ | 

^j ^ 11 assn 12 # »rar n w<c 11 (^to>i) 

%MFm: <$ 13 TO*TT: 14 dR5 15 gfoft: I 

W 6 fltofiftafl W* 17 3^5^ | 

5 toW3fl J ?l4 > <to: #5 cOT 18 || \V% || (sJfoR:) 

i 

tom q*r m l9 *$ ^ 20 w&\ 21 fcn 22 1 

#ft ^ 23 ^itoft 24 #^T 25 || ^o || (srM) 

1. A.B. ‘s’ wanting. S. Cint. has here si3c?*fT^; also metrical 
considerations require it. 2. A.B. q It might 

have read with just but then will 

have to be taken as 3. A. ?nr qq B 3T7t?T 4. A.B. 

Gap wrongly indicated. 5. A.B. qqi W % 6. A.B. Runs 
into next line. 7. A. B. m 8. A.B. =^ri$ 

9. A.B. ITCcTT 10. B 11. A.B. ?r5qf*n C. IgJPTT 
12. A.B. ^*T*TT 13. C.'^c% 14. A.B. ViBarga wanting. 

C. word missing. 15. C. musing. 16. C. JTiqT 17. A. 

C. * 5 : 18. C. 5^1 f%: without 19. C. <tt% 

20. A.B. 21. A B. 22. A.B. After this is 

found 55 ^ fj extra repeated from end of the first p§da 

of the verse. 23. A B. 24. A.B. 25. A.B. 

after this. 

* C. starts again here. But before this and after fflspjt: 
thdfs is this Word facets Whom anvayfe hi not dfcai*. 


qT^g^l 2 | 

efemi 3 ft^I^sqi sfjifiq I 

*ra: \\ ^ n (awfR:) 

5 mf^m q%^fpqj i 

wwwSmtW qra^i sq&il 7 gor: i 

^SOT^f 8 q%?$ qqfaqf || ^ It (jtfttf:) 

^sfag^teiw 11 wmm&Sim n u (*nrow ^) 

qj^i 1 11 i 

qraiswra 13 cRwiS^wt n u (W^) 11 

£ 

5f«r OTWprq 16 qp&n 3^is«rai i 

5^t 17 <®fr 18 ^ *rt ^i 19 to «rar ll tw ll tew 20 ) 

2J ^5r^%r41s 22 ^q^n9^: i 

& 

W: ll ^ II (9SW) 

1 . A.B. no visarga 2 . A.B. 3 B. 0 4 ., A. far»Tj iTfif 

C. fsrctffcT 5. A. ^?sq'?I B. mcrarni 6 . C. Corrupt. 
7 . C. Corrupt. 8 A.B. 9 . C. *F^TS? 10 . B.C. * 

11 . A.B. Hjf 12 . C. *r 13 . C. Corrupt. 14 . C. 9 T-<rt 
15 , A.B. ^csf^TJT 16 . B. 17 . A.B. 18 . A.B. 

<lt 19 , 20 . B. 5 TfT C. ftfT The S.S. Sara calls it Wfl 
and in the S. Cint. ms., it is found as 21 . B. whol^ 
verse dropped. 22 . C. Gap here; second pfida lost* 



3^1 JOT #! 1 WRISRtlWa ) 2 I 

:#f amoral : 3 snaf 4 £ai 5 a?i aai n rv* 11 (lai) 
fisa 6 aaaw f^ft 7 | ro&a 8 a%w n ?v n (fcstft) 

9 ^g^^5[#] 1 “steijsifcft i 
SRi^nwai ^ 11 W 2 a#i #ft 13 ll ^ ll 

. I4 arai3 i i 15 fiawnsa 16 sarat jpr 17 afa.i 

n^ qj^fa gaa aawy ll $v> n ('Rrc>:' 8 ) 

tiErai : 19 Rfa«WRt 5 =f?TCIW ?a I 

2 C Wt*aaiga:i aa a^rag^ 11 \%x 11 (a^ 21 ) 

aiftTRif^^ «ra gjarc faafe: 1 

f'a a ^ 22 «feaV 3 tas 24 «ftfta^ 11 W ll (fore* 25 ) 

gala! fiq^at ai iftaaii%ft 26 ata^ 1 

ailaalfal : 27 ga: ajoaifefiraai 28 1 

aaaai aa ami 29 wifafaaf f^;11 \%\ 11 (wife:) 

B. ijtift 2 . c. irftal 3. a B. an%?Ri 4. A. B. wra. 
5. A. Btf! B. at* 6. C. 7. A B. ft 8. B. 47<r<*4 
9. B. 9 C. This whQle line missing in C. 10. A.B. 
Gap restored from sense and S. Cint. 11. A. *W«TT 
B. 939 C. 999T9. 12. A. B. ^5TT 13. A.B. 3. 

14. A 7T 15 A.B. 7. B. 16. A.B. $ 17. A. 9T97t9 

18. A. 997tf: B. Name missing. 19. B. 7TST9T: 20. C. 3J 
This letter alone is found ; then without indication of 
gap t latter quarter of the line is found. 21. A.B. 93 
22. B. $97 %9 23. A.B. 7%. 24. A.B. 93 26. A. 

1 « 

f^93^ B. f%93R[ 26. A. f| 27. C. 9 28. C. f%99l 

i 

29. C. The whole pada dropped. 




a re rofa ^ 

Sro sfc 2 foi*^ 3 1 

qenwq 5 wen nen n \\ (w<n) 

^q^d^1fdTO%essr ?5^ 6 1 

fefe# 9 i 

10 it 3 ifqqqqT mn> n ^ 11 (agnpiq) 


TO<n mm *rqq n \%\ li (wnO 


TO ftW 1 f^W 12 | 

13 wreuqqqi ^ 14 # qfoY 5 <sfqq erst n ^v 3 n (afopQ 


g^i I6 5qiqw^ q^q#q(q i 

wftnw ^ q<f$ qS^T 17 1 

^fcjiqflV 8 qsiW 9 n n (ahmB:) 

* 

20 ^qwsTO!0TOTO& fqwi 21 1 

cn^iTOR* 22 *^ to sfcrc s^qer i 

23 to ^riW 24 q^q 25 pfo: #sftqfaq n h (pfr:) 

1. C. fsrf^tcT 2. B.C. fs 3. A.B. 4. A. ^ 5. A. IT B. * 

6. A.B. STTH 7. B. ^ 8. B. sr 9. A.B. fafl^ *fa 

10. B. tffaTfacT C. —cSTiTff 11. 12. ?TTWT 13. C. qnrcr 
14. A.B. ^ 15. C. ^RI 16. C. Gap; next two words 

dropped. 17. A B. 18. B. snmsrcft 19. A. 

20. a. nmqsqi: B. *n°sTTO: 21. B. stwt C. fawn 
22. A B t 23. C. first two letters missing. 24. B, ^ 
25. A.B. C. 





3ft | 

qR 3 q/t 4 R§: «^w^ 5 »?gs9^ 6 1 

@fet 7 ^^qi^qiz: 8 35} m: n \^o n (qi^qiz: 9 ) 

m swifep* I 

10 Wcii^ ^ qffiTOci 11 n ^ || (*if§^) 


tfftftm srasq si i 

sfod ^5T | 

g^rcq ^purmi 12 glg^ 3^qi 13 ii ^ || 

1 Vt ft^t^lfeil^ifqm 15 w i 

m =q^ 16 fc^ ?ral : 17 qft#^ n ^ n (^s^) 18 * 

|| ?fcT ^tffaTOTJTTft II 


;#t sewaiftsfen: 19 1 

VO 

^fcnaq#3 20 i 

qtff: 22 3^J: 23 3^fI«T 24 tf#qf: 25 tff^ 26 fi«T: II || 

1. A.B. missing. 2. A.B. j^T 3. C. q^ 4. A.B. 5. B. 
missing 6. A. B. also a wrong gap 

indicated after this. C. *l*p-«wfcr 7. A.B. <JT 8. A.B. ^T: 
9. A.B. C. q^qrjj 10. B. qi 11. A.B. qftqg% 12. A.B. *r%r 
13. A.B. ^ ?r 14. A.B. ^iici. 15. B. %^fN?nfq% 
16. A.B. 17. A.B. qft 18. A.B. 19. A. ft 

B. 5T: C. ?fl 20. A.B. 21. A. 3f% B. 22. A.B. ?n 

23. A.B. ftraj: 24. A. srf 25. A B.C. 5 jt 26. A.B. *T 

C. ?r^d 

4 Cf. 8 fi.S&ra where this is given earlier on p. 63, sis. 140 ff. 


fqqifq qf: 2 I 

<H: 3 &J'* S#°feLWfi II ^ || 



fOTWofaltf ai3W*q 6 qiqq: | 

*n 7 ®Ffen gai 8 n ^ n 

\mi 3 wt ^ I0 awi 3 i 

*WKwq^ (?)*ftf: fqftr^si fesfei n ^vs n 


jparffen i 

VD 

fat: *3: 11 |cra 12 ®fllftfa 'K fl**^' 3 gift: 11 $«£ II 
crafa a s.rai , 4 f«KiiPn tf>rafet 1! qz i 

q«ii^ f^srrafcft 5ft 16 11 w 11 

VQ ' 

q^3dfq#qei! 17 I 

VO VO 

I q *M ,8 55»fq^(qO^I II t<z° II 

1. A. ^rersft B. ^|3r?cft C. ^iqfor 2. A B. *tt C. ^n: 3. A.B. erf 

C. *TT: 4. A.B.C. zj 5. A.B. C. f|^T*oi 6.A.B. 

q^*f 7. A. *r 8. A. d: C. ?n: 9. C. This and the next 
line missing. 10. B. ^JT 11. A.B. f5P5PPT: 12. C.Corrupt. 
13. A.B. ?[T C. Corrupt. 14. C. & 15. A.B. /fa 16. A.B. 

srfcT 17. A.B.C. *ET A. has an extra fa after «KT 18. A. ?svq 
B. c5^T 

* The portion describing Vilambita requires correction ; it 
should mean the further lengthening out of the tempo 

of the bb*t. 



[aw 3OTts«TO;] 

far fan 1 si% 1 

?R: 3 5Ir[ft^3«lR^I^Wi 4 I 

qftsi 5 %i ^nt?r sRiPift ii * ii 

^ sug^ssi# gJr* i 
^ift 6 %»n Iwn fotRit^fiftSar 7 1 
fwi «^n ?wi >iifl 8 $wn 9 m ii ^ ii 

|<F% %*It'° WcWJN^Ifi^f 11 § i 

twwn^i: 12 «i«iRDRj>>ir 13 a*n ' n \ n 

fcsfort 14 i^g 15 %^SI3^R. §*R 16 I 
R^! 17 ^few 18 gR ,9 ?PIR 20 fiS^R 21 II 8 II 

1. A.B. -5RT: 2. C. ^ 3. A.B. ^T 4. A.B. 5. B. gt 

6. A.B. * 7. A.B. 8. A. ffar B, jffc 9. A. gwiT 

10. A.B.C. ^afan 11. B. jtt: C. f^Ti^ 12. A.B. <r»fa> 

13. A.B. gin: C. g5) 14 . A.B. 15. A B. 5fasrg 

16. A.B. ( 17. A.B. vrr^ft: C. fTORft 18. A. 

B.C. 19. A.B. m 20. A. srWT B. 21. A.B.C. cTT 

* Cf. Somesvara, Manasollasa, at the end of the dance 
section: 

^n gspnsft err stsf* m i 

33TT% 3TTg^ II 

£ 

§ f^RT has to be understood as sflRTT 
f Ghanapagama is Sarad. 

I The meaning is that the Stage or place of dance should be 
kept warm in Winter, cool in Spring and Summer and in 
normal temperature in Bains and Autumn. 


cTi^ 1 I 

m qailfqft l| ^ || 

: 4 II ^ II 

qzwrfNW a® 3 5 *i@% + I 

^T ^T'fe 6 Ills I 

cfcT: 3T& WIWR II ^ II 

qoif 8 ^fespf ^o|f St^T I 

?IBfi: qffafftT JJ^t 9 iJRR^l: 10 II C || 

^"ShpfeipJ 12 WRF SFRifarPH I 

13 RFmgSTO S? || ^ || 

14 sw*it *^i =kM 15 #5fas$ i 

li ?® ii 

1. A.B. 55 C. er 2. A.B. ^IT c. ^farst 3. A.B. rTT 4. A.B. 
5jfci7r: 5. B. fcT C. R 6. A.B. «f*B 7. A SWT^ B. 5TflT»J, 

C. ^pFR. It should properly be Wffl in singular. 'Srama 
means dancing exercises. 8. A.B. C. RRRT 9. C. $55?r: 

10. A. flfT^R: B. C. JF^rl: 11. A. B. um 

12. A.B. «r: 13 A. Rr^m 14. B. $?TT 15. A.B. % 

* A very young girl. 

+ A girl of about nine or one just attained puberty. 





*3131#^ P*J3ltl 33: I 

3)*3#®3%353 331 a#3: 2 3 313^ II ?? II 

351 f«3H 33t3R3I3 3l%W3l3^J3: 3 I 

Cl 

*i%i^ 4 qqqqftqi nftqrfq *m3'. ii ^ n 

3$ m i 

g*r ft 5 R^iateml: 6 1 

flit 7 fl>I f#f flfl# 8 II ^ II 

qtercm 9 qflqqf iftfl qiisq ?i^ i 

1 %^flflmm 1, fl«iiflflii ,: fl i2 ^^ ii ^ ii 

fl^fl i 

?ifli 3 q^ 5 flflR^ 13 ^fl^ ii ^ ii 




q^i q^ik 18 qfe : 19 \\ \\ n 


tomflfl qiqqqi ?? 70 jfc&q qi 21 i 

551flll|: 22 qR 23 f^ll 24 €lPfll(§:?) ^ 25 fliflfl^(0 il ^ ii* 

1. B. ?5^t^ 2. B. spfacr: 3. A. 4. A.B. eft 5. C. % 

6. A. B. 7. A.B. qji 8. C. f^TeSW^RT; 

9. C. qsTTSrq^ITq 10. A B. >H <Wfai 11. B. eTT 12. A.B. fa 
13. B. 5t dropped. C. gap; whole word missing. 14. C. 
Corrupt. 15. A.B. 16. A. si 17. A. *R7 B. 2BT 

18. A.B. orf* 19. B. 20. A.B. gap; word missing. 
21. A.B. ^ 22. A.B. ff 23. A. £ C. gap 24. C. gap 
25. B. pi C. ^ 

f qqqqrcr seems to refer to the oral recital of jatis or rhythm- 
syllables. 

* The sense is not clear. 




qnfa 1 qiqq^ft 2 *q 3 qrafo 4 i 

%W? 5 qfenq[ q^ sqsfan^fis^ t| \<C || 

^3 ^3 qq% wroi $ftq|<* i 

Spq^fSFdJ 7 W,W q|?5Jl 8 gfan? II ^ II 

m*\ fqftqft 3 qit lit: q>*t i 
sfitfq** qiq«i qq qq i 

gq^foqfqqqft qrfqq: || ^o || 

II q% ftwr^fcT: II 

**w qiqp? s^rw q$q^ q^q^fq; 1 
q^ qtol istdtfitqfqq: | 
gsr fqftai %fq 10 *u fgqi n ^ n 
qq^it ql^rq qiqsqqfqte^qqq: i 
qilfi 12 tqqtqq f qt?fq)q^qfq: i 
wq^qrRvi* qiq^qnfq 13 n n 

q!?qicqqf^ll: 14 qfe 15 ^^: 16 | 

^ qqqfRMT f*qRTqfq qiqqiq n ii 

qqg qfq^ qqqilq q&Sr i 

$qq;qfoq;r 17 $q?q; qiqqjq fq§f|qq; li n 

1 . B. ^r: 2 . A. B. ?er 3 . A. ^ 4 . A. corrput. 5 . B. $ C. qpj 

/ 

6 . C. oq> 5 t^^T 7 . A. B. ^ jftft C. ^ntffc 8 . C. Corrupt. 
9 . A. B. cTTCTI; 10 . A. B. %% 11 . A.B. ;ft?f 12 . A.B—fgj 

C. qrfqzr 13 . C. f*r 14 . C. Corrupt. 15 . B. qt^j C. qjq; 
16 . A.B. *>q 17 . A. qs^ftrar B. q:$%cn 
♦From here upto £ 1 . 33 , quoted in the Sangitasaramrta of 
Tulaja; see my Introduction to it (Music Academy edn.) pp. 
xlii-xliii. 

t ^irs^qoftqT^ in Sariimrta citation. 






*m 2 gfi^s 3 m: i 
m qqtf^q 4 *taftfa^i ii ^ n 

^f: I 

ftq?f>T3 nfS 6 qfe^T 7 ctt: II ^ II 

>Rqm?3 ^ 8 ^ i 

HZfa mm 1lt«* II R* u 

q*p3ta q^lVqt: 10 3q: I 
^"qsfwft 12 ^ 13 TOflR$OT: I 

qiJT ftffadrlat: 14 qffl: %fpn^T: II ^ II 
Srftstsq fq&R^ I 

TfrcT q|q 16 rjqflt fefe>13 qq<% || ^ II 
3cT: «jqferrqm gpfsqre q^ i 

^q ^ 17 m: f§: n \o \\ 

1. A.B. 2. A.B. qsrfHR 3. C. gfe^ Saramrta-citation reads 

jffew 4 . A.B- fcT 5. C. j^ 5 T^*T Saramrta-citation q| ^ s^POT 

•s. * ^ 

6 . A. fa: 7. A.B. jt^rtot 8 . A. ^- 2 fcCf^fi B. ^O^Jicq^si^ 

9. A. 5 T: 10. A.B qr^jjt: 11. A.B. ^ 12. A.B. ^fcqia 

Kamsya is alright, but Kamsyala is obscure; it may be 
Kahala which is also included in the orchestra; but the 
correct reading is likely to be q»rauif^ restored above. 

13. A.B. 14. A.B. 15. B. *rf«r 16. A.B. 

Saramrta-citation 3 t*r 17. A. B. Saramrta- 

citation 18. A.B. 

' Yoja seems to fefer to Yojana, another name for the Tila 
Dhenkl; See S. Ratn. V. 236 and S.S.S&ra p. 79, v. 55. 



f 

ai&^i 2 «ra %3 fife gswfi: n y n 

II f% 35T5%: II 

*9* 3 3i9 4 1R 5 «I 93 m 93°I 6 3PF* I 
irt 9<faRftct 9199*9 9!?l: 7 II \\ II 

913 99ISTC 93 *9 (9511 *$9I 1 

sfet 3#^ J9?a, 39 9191^*993, II \\ II 

II 5fcT fafasnrsft: II 

^qtfqsr: q^q^: 8 ^hto*i: 1 

qij# 9 qqq>€fe ii (i 

sqftsitfterq# ^qisFifefq^: i 

q^W|»^S5q?p l ‘^TWlferR?; 12 II II 

^ql 13 qmfe qfe: 14 q^iqt%q?q^: I 
15 jti^t qtaqsRrcf ll u ll 

fqgT3^ I8( 3^ mm: i 

i^iqferiqisfe: wit qq: n v* n 

q^q^qqsfa^q^ 19 qt|tfq i 
W^fq^t qi^q^sfeqfqqf: ll \c ll 

1. A.B. 2. A.B. enirfa C. cTT^tfer 3. C. ^Sf 4. A. v&n 
B. C. qlfr 5. A.B.C. Til 6. A. or C. 3rc°T 7. A.B. 
qr^J 8- A.B. s^fcrt C. sh^tt^ 9. A. msfit B. C. 

10. B. *T 11. A.B. C2II 12. A.B. ^T: 13. A.B. 

^ 14. A.B. 3?Nr 16. B. m 16. A.B. ?*TOf 17. A.B.C. 
fa: 18. A.B. ?jfcT 19. A. *cf 



wwwraiwi 


m$ 2 3i ?kw^ ^to; ii \% ii 
fer^ sHfer 3 ^ 5if4lk 4 ^ 5 1 

&§$t 3lfi TO^IfacI: 7 II Bo II 

=#fc*l3T gfeTOlfa# flfwl: 9 I 

afe sfd : 10 TO 11 || || 

« 

oti^i 3i fag^ gsnraife^i si i 

12 i^ ii br ii 

13 WI3fTft gg 14 *#3%3R 15 TOf: I 
jfaft&qf Plg^l q^Rl 16 II B^ II 

17 d^ *#I! %& 18 SI^ 19 dl^ 20 ^d : 21 I 

e. 

II BB || 

1. B. w C. 2. B. nrfs 3. B. frelfaFT 4. A. s 5. C. 

Tfofcr 6. A.C. ?jfh B. 7. C. cl: 8. A.B. cf: C. ^ 
9. A.B. ?njfcre;; C. The emendation Sahayaka is 

based on sense and Vema who, here as elsewhere, follow# 
Jaya closely and has at this place . 10. C. 

ii. A.B. C.**rer 12 . A. B. ssztJRftrcjr 

C. ...qqrfa^Fr Cf. Vema fci^ aRfsPBr^ 

13. A.B. Prerana is found also as Perana. 14. A.B. *TT 
15. A.C. Ifcffc B. 16. C. * 3 % 17. C. 3? 18. C. *rNt 

19. A.B.C. ^air 20. C. 4 21. C- Between ^ and q<r; two 
needless and indistinct letters. 22. A.B. 28. A. 
5p?%fa; ^qsrf&wfaqra; B. ajg%r*r: wt ete. C. srfafr fawcr- 
=sTR» ete. Prabhrti is the needless excess that has crept 
into B. That 'Vikhyata 5 is essential is seen from sense 
as well as Vema and Parsvadeva (p. 73). 



^ %^ l ^r m &: 2 I 

qfaid, %qj(IS3 fl #dd: H II (%mO 

aim 4 riragfR ^ i 

^#rSt q-^RI: 6 m #ddl: || II 

^T^: 7 qf% 8 qi^5l &H: 9 fflflMl 10 Pl9: | 

m: *3gp5i 11 sjTqrtl $rftfq& n w u 


^qis^mcrqr q^rcis^i qqq; i 

m°K 12 qi? i: W^i 14 qisq gq: ii ac u (^i^: 15 ) 

qif^i^t qi™iqqT i 

qqfar^iqsife^ qf%^: 16 % #&r: ii ii (qfeqis:) 

*mf9 : 17 ^njnn^qi 18 g*: q^W 9 ^: 1 

5 ^ *f : 20 Wl : 21 fail il^q 22 til^: II ^o || (^: 23 ) 

1. A.B. cT?JT 2. C. An extra Jut tor after <jqT 3 A.B. cFq^ 
4. A.B. stttcJ 0. 3T^5W 6. A.B. 4 6. A.B. X: 7. A. <r 
8. C. ft 9. 0 Corrupt. 10. C. ftp 11. A.B. tsTvqtjcP 
12. A. ^rq^: 13. A. ^r B. ^ 14. A.C. cn<3i«TT 15. A B. errq^j 
10 c. qftqt^: 17. B. pi: C t.t? : i 8 . A. B. gqtr- 

?<jcqT 19. A.B 20. A.B. 4 21. A.B. it 22. B. ftpr 

23. C. 

* The Gharghara is given only six angas in S. Rain, and al! 
the rest except this nriga, Rundha, are mentioned by 
Sarngadeva. Verna, who follows Jaya, mentions them 
as seven. The reading of this Anga as supported by 
Vema is Rundha. ICumbhakarna (S> Raja) enumerates 
six without Rundha hut defines seven with Rundha. 
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5|: I 

% T\gl s m: II ^ II ( 8 faftft*:) 

qmf 11 qgqn ftEta i 

W? dl€51^ qiP^FW 12 T^ 13 | 

I 4 TOtf*RTCd: *?lid cfGff 15 mi 16 II ^ II (^l^: 17 ) 

, 8 ^>qfq:^qi^r sqlfe I 

qro^oraifc e R%^aqT2^: 19 li ^ II (^raaqiz: 20 ) 


3 *d: ggd: qife ^ ^Di «RF I 

^ft3JJ 21 fl3fqiSS|: fflRfijl 22 II ^v? || (fefififi) 

mm 2 * ^f|=t 24 ^Bpi 25 2 gJi fircj i 

*q ^¥ 6 q[^T : 27 ^ II ^ II (|& ^:) 

1. A B. ^TjqT 2. 13. ^ 3. A. H#T 4- A.B. ^1 5. B. 

0. A. fa* B. dfc 7. C. f?d 8 A. *T 9. A ^STS B 5T2FS 
lo. B. 11. A wif B. coif: C. : 12. A.B. ”4^ 

13. A.B. tPqfctR. 14. A. 3TglFcKrrc9iT%'t. B. ^fM-eT^r^Rf 
15. A. *jdt B. 16. A. cer: B. 17. A. jpr: B. 

O X >V 

18. A B. 3 19. A B. <n^»: 20. A.B. 5 : U. tt: 21 . A.B. 55JT 
missing. 22. A.B. i\ 23. A.B. qi^r 24. A.B. ^ C. 

25. A.B. eft 20. A.B *«T55T?q 27. A.B. 

J The alternate definition is ‘the shaking in air of only one 
raised leg.’ (If. Verna; 

*T£T ^TTSfETI^^RJT^ §W* sftcW 3 I 
<RW ^STPfrit ajj etc. II 

v See above p. 04, eh. 2, Pfida-laksana, w. 329 1’., ten kinds 
of Padas according to others. The ‘six other Padas’ 
meant are T;idita, Ghattitotsedha, IVlarditn, Agraga 
Parsniga and Tala hat i. 


%a^F#8f%fft?t 2 «Rnn^r: II 'AS, II 

foil ® 3 % i 4 %1 

1 5 %[«|^ qiilS^gfB Sfpftercr 7 * qfefet: ii u .'» 11 (fl^H) 

8 §fe®RR ^: 9 *>% ^?R#«g?H : 10 I 

sprit JRf jtH" asftsfaft 11 i\c n (jfm<i) 

II ^«iTi 12 «3$pjnj u 


qiV 2 Gifts' 4 wispa ^ 15 1 

g c ^[«l «%qs| 16 RJiqoqj 17 q^J 5j || ^ || 


"^flRTOP^W 9 q^1 10 q5inqi>5qi|! 1 
srfqsq wflt #w 21 qq : 22 ¥.qiqqi^ifi 11 so n 

1. A.B. C. s 2. A.B. rft 3. C ^ 4. A {%£;# B. jp^q- 

5. C. W> 6 B. fqqj£ C. qTJToS 7. A.B. ¥H»T^T?ri 

C. STTfo^ERT 8 . B 5^?T 1 >. B. hi stt ]o. A B. ft: 0 . ft** 

11. A. Biqi 12. C!. ^ot 13. A.B. aj 14. A.B. h C. ft 

15. A B 10. A B. 17. A B. K+rqwj] 18. A.B 0. 

$ 10. A.B. 5fT (\ Corru|»1. 20. A.B. 3JT 21. B. ^ 

22. A.B JTcT: 


+ See S.S. Sara, TSS. p. 73, v. 218 : 

f^STHT^l^rr qT*T# FT^ 5PRT3 II 

t Bbimdika or Bhandira is a local dialect from which many 
of the music and dance terms are taken. 


* Cf. S.S. Sara. p. 73, v. 221. The Peranipaddhati as se 

forth bv Java is not found in this manner in other texts. 

/ 

Verna, follows here not Java hilt S ungadeva. It is only 
in Parsvadeva that some parallel is found. 


er 



toSNw 1 ^f|ci *m: 2 i 

TORIW Hl^#ld 3 **I II y II 

f wjf <nf^ 5 *rc*nfi* ^ i 

q|5^^^ 6 ^: 7 II VI II 

55Bq^l 9 mt 10 1 I 

,2 frra aw 3^H ,3 q5Jisra: q^ ii ^ ii 

s 14 flTO ^ 15 ^ 3 R: b% 3 ^ i 

3^ 16 Wlt iJl^qsR 315w 7 ^ II II 


9||qq$ jt)^ 18 d^i 19 divrald^ 20 1 
fw q^it siqj^srorcf 1 fefepRfi 22 ii ^ 

1 . A.B. 81 ^ 2 . A.B. 3 A.B. cT 4 . A.B. ?TT 5 . A. «JKJI 

B srr^n 6 . A s^tst b ^igt 7 . A. *tijtt^ B. ;trt^ 

8 . A.B- TRq C. st^ret: Praharana is suggested in view of 
its being palaeographieally nearest and also likely 
being a Vadva—prabandha played here ; see below. 

0 . A.B. STIR?! 10 . A.B. TT^ C g .«5 11 A swnTTW 

B sr. 12 . B. Gap. The whole pada missing, 

13 . C. | 14 . A.B. 5 T C. b l« r >. A. 3 TK 5 gT 2 - B. 3 TT<T* 5(3 

®\ ' 

16 . A. si C. f^T^TT 17 . A. B. 18 . A. fit 

19 . A. B 20 . A B ^jfcT: 21 . A.B. SST 

22. A.B.C. Jqfq 

* Antara is found in feminine gender also; see S S. Sara, 
p. 73 , v. 223 . For this pada and the next two lines, 
the ms. readings as well as external testimonia are not 
sufficiently helpful to present a satisfactoiy lestoiaticn 



ari^ii jii^r 2 *?ri r^r 3 m ii ^ || 

J]3^ 4 3mR d: 5 | 

7 3$ft°T Wt R# fl: || ^vs || 

m i 

Rpfol 5RT 3l^J $: ?Rft 9 q^: 10 || ^ || 

II fft ^i 11 ^; 12 II 

3?I§l?I ,3 fcR <jl SRfRRd: | 

*# 14 r^i ^h* gRisifo^: 15 ii ^ n 

Ifl^ 16 ftwJMT drl: I 

w&Rlsq Jtenreragifon qfd: 17 1 

ags^oi t^ 18 ii ^o ii 

1. A. B 2 . B. ®Jt 3. c. qpjR'JR Praharana 

*\ ' • 

is a Vadvaprabandha ; see S. Rain. oh. VI. Paharnna 

, / 

is the Dosi-form of the name; Srrngadiva, and Jfiya 
himself here and further below, use ihe Sanskrit form 
while Parsvadeva uses the Deal-form. See S.S. Sara 
pp. 73, 74. 4. A.B. *T3T^ C Gajara is the correct 

form; it is a Viidva-prabandha; RceS.Ratn.ch. VI. 
5. §: in plural refers probably to the subsidiary 
dancers. 6. A.B. 7. A B ff 8. A. T^f^fcT B. rjfT- 
C. 9 A. <rc;fai B. q^ifa c. iftfor 10. A. 3R*?r 

B. 11. A.B. q^lfar 12. C. The subject-colophon 

omitted. 13. A.B 3TTjtR 14. A.B. %: 15. A.B. ?TcT: 

16. C. fait 17. A.B. q%: 18. ^ 

* Means probably that the Puspfmjali is to be made silently 
at the end of the music. 





qqsia qqq^g 5 ii ^ ii 

6 %rciwffl q? 7 qcfcft *q 8 qosqg i 
qg^iqqq^q qfq^woj ^ n vs? || 

%qfti%qqraq g^qra 9 qq qgi i 
10 i6^ % n ^%Tf5 12 gsftqrafq^rct: n ^ n 

fqi3#*qqq qm ^gq^KcT: 13 1 

nggq qq aft *$zg *11 w H 

,4 5pFqj^i I5 g^qjfrai 16 ?^i qtcT i 

d'W *\ 

^ «nsq^g?qR, ^f^cri^ n ^ ii 

ftqtaq^cr^if 17 m^qi^i: 18 qq: i 
qisr: *g: sqq^it %r^Rsfq 19 ^q li ^ I 

II ^fcT 20 ^T^fcT: || 

l. A.B. curtail »il C. 2. A.B. g 3. A.B. g>rar: 

4. A.B. C. fqiqfcqT 5. A. ^frr^r ^*r B. 

^ / 

0. A.B. qf. Paisara is the form given by Sarrigadeva 

and Parsvadeva. 7. B ?cf C. stf 8. B. fcr 9. A.B. g 

C. stfaq 10. Putila is mentioned earlier also ; see 

above p. 206, v. 25. 11. A.B. %T 12. B.O. w 

13. A.B. tot: C. cfcT: 14. A. gfsfJT B cTf^T 

15. A.B TOT C. TOT 16. A.C <T^T5TT B. TOTwH . 17. A. 

B. cTOT 18. A.B. No visnrga. 19. A. %f<T B 

C. 20. A.B. ^fcT dropped. 

* For this nomenclature of Puspahjali for the Vadya-praban- 

dha used in that act, see S.S. Sara, pp. 52, 55. 

CJ’. S.S. Sara, p. 55 vv. 165-166 : 

gsqTsrrtst p$n tort^ i 

^ ^sf rTT; snffiT m || 



ftfR: 2 qqq: 3 cRV: I 

V^qlfcq «U^| 5 f^qm^? 6 || ^ || 

sr^r 3 qsfqai 7 ^%sq%^q>: 8 1 

Jraqtiq q^tfr 9 qsRf: q$fOT 10 qflf: || || 

qqf qi2I n ^^3^ ; 12 q*q: $aq | 

qRT 13 q°#^t?fq i 

q^M qlrfi qq^R^ROH || vs^ || 

II ^fcT fer<JT 14 T;sfcT: || 


U3*i ^q 15 «i(3 3^i^ 16 ^ 17 fgqi I 
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qiw ^<q wrc: 



II ^o || 


ft#!: 19 q%^ 20 qR3* wiis^f> 2, 3ifew i 

sj^s^sSh 23 qq?qi: qq 24 n c\ 


1. C. sT^irri^ 2. B #iw: C. ft^R: 3. A.B. ?r: 4. A.B. qr^; 

Pad a is a Vadya-prabandha. E. A.B. ^Tl^T C. arfal 
6. A li. 2T5-T *q<37: (' sftq^T^qqJT 7. A.B. qsfqm C. OTcP 
The neuter form qjqd is given by Warhgadeva and 
Vema, but Bars vaiieva has the temiuine form. 8. A B. q> 

9. A B. or ]o. B.C. sRfffit il.B. w 12C.gr 13. A. mt 

/ 

^rT B. «rti =ert 14. A %i^o' I T B. MW°r which is the Deal 
form of the name. C. f^RT 1«>. A.B. *T diopped. 1G. B. 
The two words dropped. 17. A.B. % 18. A. 5FR5I® 

B.C. ant5T 19. A fsrvpft B fqmift C fwr 20. A.B. sft 
21 . A. B. *raratt!q; C. sr(or 22 . B. ^ 

23. A.B. f*R 24. A.B. ?T qr m: 

' Where Plante’ fits and what it means are obscure. 





ZZV 2 9T3$T$f*i: 3 I 

ftfiwaw mm PR II C\ II 

^i m ci^i vwta 6 5&id i § 

m 1 *Z6: qfo 8 *# mm*: I 

VO "N 

w*%im$i ^ # 10 ^ci m^\ u ii <c\ ii (fft ^ 12 ) 


13 sp* fqo^ift 14 ^i&cq ter 15 Rfei: i 

graifl qf n ii 


9 

sWllft gtfe: ^ fqo^ 18 g fq^Iof || II 
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3*WT?r" ^ 

s\m> sff^T: §ll 21 ^ 22 ^*: 23 fftl: II <^ II 


qisftq q * 24 aft q^ife 25 ^^ I 

26 %5qqf 27 ^ 2?5I wfe’* 8 ^** wr II ^ II 


qfe 29 i|fot^T 30 qifq 3^II*pR3; I 

59RU: 31 gfiO ^q II ^<2 I] 

l.A.B tT?n 2. A.B. 3TT 3. A.B. tflg?jT$ 4. C. firs? 5. A. 

o. A. T. A B.C. ^ 8. B. sft% 9. A. 

B fcfw 10. A.B. v? 11- A.B. % 0. jt> 12. A. vjgl 

B. fj<T C. fjc 5 t 13. A.B. %.& 14. A.B fq<*nfc 15. B. ftr 

16. A.B. |m C. -^l 17. C. ^Il: 18. A.B.C. »? 19. A.B. 

% 

3H^n -0. A.B. 3T!c5<Tf5ciT C. 21. A.B. % 22. C. % 23. 

A. B. ^i: 24. C. etf 25. A.B. ^Tf^T 26 A.B. -s 27. ^ 
28. C. gitqRr 29. A. \f{V<i4 B. RrfeT& 30. A. 

B. qfaw C. ^R?n 31. A.B. jt: 

^ The connection and .significance oi this line are obscure. 


*.raw»H ^vi 

gpS^^rttsPicR:* 3TOT | 

*\ 

^ 2l#I^I 4 JWff^I3: 5 qp&qfe: II <:% II 

§snfef5rf«R 6 ^ f 1 

w qfti 8 qi^iwia qier |q *wiq£ta h r,o u 

*Ttfqq>rqr qyftdi 9 g^rfro: i 

®rmm ^ ^ 10 ii «,* ii 

qidlW 2 q>qfeW: ^qi: siftff: 13 *>$]: | 

®?^i 14 ^qt^T: qim 15 ?prnfqq *rfqgg+ u ^ it 

§qj %% af^ia^q*q^T & i 

q5iMwiRoq: 16 ^rasR^swar 17 & \\ %\ \\ 

1. B. afV=T 2. B. *TTC 3. A.B. 3T 4. A.B. ^rf5fa>T 5. A. 

0. A.B.C. 3f: 7. A. faRTTSW B. 8. A. qf^f 

B. C. qtfg 9. C. ?n 10. C. JJc^T 11. A. 

B. 12. A.B. JTRWTcT C. STRTSTRT 13- A.B. *R: 14. A- 

g^T ^qt ^if B. fScRfaM - C. 3Tq^tal^r: 15. B. aiRt C. sfai! 
10. A.B. 17. A.B. 3RF?: ^BTWT ?q. 

* This is to be taken as a Bahuvrjhi qualifying Tmah’ 
(dancers). 

§ Qualifies ‘Sabhapatim’ ; a Bahuvrihi; means, ‘seeing in the 
Sabhapati one endowed with the splendour of the 
ancient epic kings.’ 

I The fancy here seems to be that the sixteen Kalas of the 
moon which are of the form of damsels, with their 
defect of decrease and increase at an end, appear to 
have come together to attend upon their lord the 
Moon (Raja which means also the King who patronises 
the dancers). There is Slesa in ‘Asta*dosodayah’ 
meaning ‘having given up their habit of rising in the 
night.’ 
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fsi%ai p qifoj qfeapn ?q isra: i 

ifewtg wl: 1 II «,* II 

qraj q q #3 a$g f^n: 11 ».*. 11 

?3<wsaqi^: aWHPf^^fi 4 i 
f^S: q##flill«lffw fl>W( II II 

lltoilfi: 5 |JWl?lct 6 mfe?lf»l^l3^ I 

#gni? qifiqii: I! v# ii 

II sfa i\mn u 


|f|: ?TOI3I 9 fefo %<* \ 

qt^pn 10 *n*Fwi8 ii * t < i! 

§q<f m I 

50 |^£(f^ 12 ^TOq^: } 

wfa q»Ri qisfo#^ 13 n «,* ii 

% 

n ?fa =q^ II 14 


1. C. 2. A. ^inf^ B. 3. A. q$ B. gy C. $?* 

4. B. 5. A.B. cfsgtfe^ ; may be 6. A.B. JTW 

7. C. The word ‘ Bandhaih ’ dropped. 8. A.B. ^2?! 
9. A.B. g«fe» 10. A.B. 11. A.B. 

C. 12. A. garner B. goTHsrrft 13. B. ^ 

14. A. B. zpatfl 



dlfelft^ddf 2 i 

^rawifwgTR ^tewh^ii ?oo H 

|| STI^RT^ II 

qisiroft *wr*s ^wg»w% i 

^TO?»nft s W^lj^Rd: 6 t! ?C? II 

qresf Sgun <$:* i 
wrafalt 7 IM^fewnMi 11 ?o? n 

5°ff ^5!^^!5^ 8 I 

H# *rc^ ^Rq^rl^f^iii n \o\ n 

9 3^CTfaq^p^ ,0 J?8?c|l 1 I 

, T^FW 1 rfl 13 qgi a^fcwfirPi: (i ?©* ii 

3%g 3mTdg qi^r 14 I 

ii ^ u 

^cqjq^c^aj^n^U ^ i5 qqt*rl: | 

8513^ II I! 

1. A.B. gn?T$f 2. A.B. wft 3. A.B. ^qftrircfa 4. B. *ftfrrfa 
5. A.B. ^*rr 6. A. cnfa3wrT3*TT*cT: B. ^Tfq%qig^rccT; 7. A. fn 
8. B. ^wTTSrft C. 9. A. <*fa*«i; 10. A.B. ^c*n 11. A.B. 

trra^ft 12. A. % 13. A-B. «CT 14. C. 15. C. Second 

letter of Khanda difficult to read. 

* ♦ 

* This has reference to the two rows they form to pair off. 





sENa*#* 1 «lft I* 

^ ^ m f ii ^©vs H 

II ^RT || 

W?H3 ^3 ^ 5 r^u(^3 I 

^$=1 sffolRgl <tf&R: 6 ^V: II ?o<: II 

3W 8 #d|: #IT^ 9 foWETOElfi 10 I 

f$#>fti%£ta>rc n ^ 13 ^ n \o% 11 

ssiwm: WTJ: ^^ 12 &3°|^I: I 

TO? 5RT: 13 ^3l%8RT || || 


sml^T | 

qjl : 14 ^ll^^S: II II 

31%*TTfag#^ gppp: | 

%^T^3 15 II tt* II 

II fffT II 

1. A.B. C. ^ 2. B. yr&Ft 3. A. B. 4. A.B. <rn?%: 
5. A.B. sfcT 6. A. qf^Tfroi: B. qnfoR: C. qjf&sr: 7. C. 

8. A.B. Jjr dropped. 9. A.B. C. #*113, 10. B. 11. A.B. 

C. ftftfssFTt m 12. A.B. cT C. 

13. B. *ttrt d C. *t?twr: 14. A.B. 15. C. 

* The meaning is, ‘ All the compositions that are used in 
the dance of a single danauese may, according to the 
Kings’s fancy, be sung and danced to in this Danda* 
rasaka also.’ 

§ Kumbha has this and his text is close to Jaya’s, 



313=53*03^: q?!: 1 qfcr 2 q£*qrf^fr: } 

qig 4 q^ 5 ¥T%| | 

qil^fesrenih ii ii 

jftdfajffiRqftd: f|q| 9 fe5 ,0 ^yr%: || || 

qqtq^lfq t: f%2§ U qit^^5|: I 
; £% 12 q^i m §^?i witai: n ^ n 

g^l?t 13 ftcF^: 14 q^: 15 W% *T%^ 16 I 

qlrfift^ 5f^lS^ 17 II 11 

ii n 

q?ml^q5HTn^qjq^g ?$&{ i 
qraqprs q^3 18 ^Miqi^i q^%: n ^ u 

*S:#? 19 ^ 20 qtTf>q5I?^s|qi q>q|^ I 

W &*I ^ 22 ^l^?: II II 

1. A.B. 2. A.B. f* 3. A.B. gm 4. A.B. %: 5. C. ^ 

6. A. - sfal B. 7. A. 3H B. 3>?T C. g4 

8. A.B. stf dropped. 9. B. f§FTT^ CJ. f^K 10. C. 

11. A.B. ^ C. **rf$ra^: 12.A.B.C. g: 13. A.B. * 

0. si 14. A.B. fer^q: C. far 15. A.B. word dropped. 

•S. 

16 . c. 17 • A.B. 18 * A.B. **^3 A. ^ 

C. ; ‘ja* fairly regular for ‘ya’ iu 0. 20. C. * 

21. A.B. qr^3 22. A. B. ^flTcTT*^ 

§ Kifctu or Kintu is a Desi-lasyanga; see above p. 192. 
That Kittu is correct here can be seem from Verna 
also who says in his description of Cintu: 

—%?gc5i*qT»T^fafa: l srotto— II 
* The compositions common in Desi-dances may also be 

played here. 



wrwN to: n ^ n 

ft 

pn ^fto *to^ 2 i 

3i;3 3 ^^3 4 tow 5 !P^R 6 || ?^c || 

torc^ (agfl ?f w** : to.* toi i 

toifato^aK ww H w u 

fTOw$enro»i^ sif^ito 9 * vqwi i 

^SIITOTO!^ llg#^toi: 10 II ^ II 

3^55^q> n EntoTq ,2 ^B[f^55qT I 
U VWW m 14 to|55T l5 ?tfS^ II ^ 

qitctoll^ #fi: I 

3<*fo 16 stor 17 ^ d^R*^roto^ ii ii 

11 18 tl 

19 wte£rg * i 

dto 20 =* n ^ ii 

- - ... • 'n -- ' ~ ~ ~ 

A. *T 2. A B. rTf C. rTl 3. B. letter dropped. 4. C. 

5. f^wr B. f^ivioi C. finFR 6. A.B. cTT C. fTT: 7. A.B. 
This and the three succeeding lines missing. 8. Gap in 
ms. 9. *r$??TTf!T«f 10. A.B.C. rTR. 11. C. ^tT< 5 12. A.B. <*R 
13. A.B. ■«K*^«jsfT 14. C. 15. A. trl*T^T C. ?jl«TT5T 16. A- 
?cTT C. *t 17. C. s^f^TT 18. B. 19. A.B. m 

20. C. cTT%5 

By reason of swift movement, the balls appear to be so 
many birds flitting across hither and tither. 



fef%SRflt*fl$ 3 (0 !3^lfe 4 ^ftw[: 5 II || 
^EjRRJNf^lfir^snfqJI: | 

OTfqt: II ^V3 || 

3<flrc<m3 3ii^^ 6 fra 7 ^ i 

Sf^rf TO%pl: qfe*WfgKR: I 

^ ^f?d *WJ:* cf^ «nf^5R |( \\<C II 

ii ?% *nf®s*»wwi ii 

^ ^WtffFSt 10 TOF# 11 SR<ftfeq I 

rtu «*#rh 12 II {**, II 

vril 13 Htf#tar 14 1 

II ^O II 

w^ 19 qfcft 20 3feT 21 T%*m i 

q»?S§: 22 J^t: 23 *>\mi%: qRCTTf^: 24 II 9\{ || 

1. A. ^ 2. A.B. %iror 3. B. wq 4. A.B. 5. A. 5 q 

fto*. B. Iftorj C. forenfru: 0. A. sparer B. arraprcq 

7. A.B. -m* 8. A.B. q& 9. A.B. G. ffRRT 10. C. 

j^Tfir 11. A.B. «TK«refr 12. A.B. srcrfqJTT: C. *w£q<n; 

13. C. ^R5l 14. A.B, 15. C. »r: 16. A. tnft B. 5T*TT 

17. A.B. lifter 18. A. B. FJ*T 19. A. unrifa B. m«ra 

C. TOFft 20. A.B. qf^R 21. A. f^TT B. f%qi , 22. A.B. 

C. q»T55: 23. A. n#: B. C. 24. A. TO*TI- 

f^: B. TO^rrsji; 

Poganda = Boy. 

* Bhanda — Buffoon. 

• » 

§ Carya is a musical composition with a philosophical import; 
see S. Ratn. IV. 292. 






w 


aras^i#?^ ii m ii 

na ^ ^ RfewtfPfafiK?) i 

WlW g^oi m* || ^ || 

It 5% *ffeMtp] 5 3*W || § 

WiaRRW^q 6 ^R 7 WfWR, I 

flifa npral <5I^lffit: 1 
^l^whWM: 11 .... 12 II ?^S II 

33$:” 'tRfcfltl: Sfflhfi >jj^: 14 I 
?f(|W|f ^f*l3flft: ai§333! 15 1%t: II ^ II 

1. A.B. f^ 2. A. cTR5§^ B. cTT«* «T^ 3. A. sfifgsroft 4. A. 

B. 5. A- 6 . A.B. *t 7. A. B. 

8 . A. 9. A.B. «TT 10. A. w% 11. A.B. *T 12. A. Mnj 
B. f^siT Restoration difficult. 13. A.B. sr: 14. This 
qualifies Padavinyasaih and means steps adorned with 
Bhramaras or wheeling movements. 15. B. S5R[ It may 
be Chanda which is a mode of playing an instrument 
(see S. Ratn. VI. 90-1) or Cheda which is a Vadyapra- 

bandha (see S. Ratn. VI. 997-8). 

% 

* 

* Here, at letter q, the ms. C. from Asiatic Society of 
Bengal, Calcutta, ends. (fol. 30) 

$ The correct name of this Desl-danoe cannot be made out; 
there is a variety of the Hudukka-instrument called 
Ohat-asa which comes nearest palaeographically to the 
corrupt forms is which the name of this dance is given 
here; but the text mentions only the Hudukka and 
not the Ghatasa. Such a dance is not described in any 
other text known to me, in print or in ms. 


la ^ stager: 2 =^on 3 1 

5 f^q«|^fajoii* qgifcrgfen: 6 1 

^ito«t 8 ^h 9 h u 

II ^rawtt II 

#^r 10 i 

c \ 

1 (I ^vs II 

l. A.B. «rr 2. A.B. «rr 3. A.B. 4. A. ^rr>r B. 5. B. 

frR: G. A. ^jfo^crr B. rrf»3?Tf 7. B. <?i 8. A. ¥R?r B. =^0T 
9. A.B. q<fo?r 10. A. B. 11. B. 12. A.B. 

IfecT 

* Antarlya means garment. 

f From the song used here, the Dohaka, this is referred to 
under the name Dohaka-nrtta by Kumbhakarna and 
described in almost identical words : 

sn^rf i 

r) fa^^Fi??jf®5<TF: II 

>rm^(u?T^)|5r nr^cqt ii 

aw rr? ^13; ^ JT^fsre"^ ii %& ii 

§ There in an one-line description of this Bahurupa dance 
in Veda’s Sangltamakaranda (Tanjore Ms.). In the 
Sangita Narayana, the Bahurupa is mentioned under 
two different definitions, as given in the Sangita 
Damodara and the other in the Sangita Kaumud! and 
the Sangita Sara. 
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.5W* I mm* »: 2 (?) | 

qs^clin 3 qiaft ^J: 4 %^%: 5 II ^<£ II 

$i# 7 wnsft gqi i 
8 .^ro: 9 || II 

I0 *faR^S *tP*ii n ^ i 

SREifiL 13 R&aW II II 

^T#qR**n$ 14 TOi^forcraq;: 1 

#^q§ 15 #f: II m II 

srptft fwRi' 6 1 

$l 17 3! mi 9°^ 18 ^1i: II II 


fa&rif*rcfoj£3 19 stw^qj 1 

eifr%fi qRc^r k n ^ u 

(0 i 

qsra qf#3 qft 22 n n 

qra 23 qqrat: (qfl ?) 24 ^fi i 
25; ?q#5i qi ^5 26 qfTOqft?to qi n ^ n 

1 . A. .qTq*w | B. Restoration 

impossible. 2. This word stands alone. A. 3. A.B. 

? 4. A. q^zr: B. q.32T; 5. A. ^1 B. 6. A. qfosf: 

* *N 

B. 5T^q: 7. A.B. 8. A. qizrifHTfq ?t ^t B. qrq^rrfq 

ft qt 9. A.B. 5W to. B. 11. A. cTl«5T§ B. awg 

12 . A. ^q«TfIT B. tfq<3Tcn 13. B. wi B. qiqqra; 14. A.B. 
f| 16. A. gftetTWTff 16. A.B. WT^ 17. B. f^rft 18. A. 
*T*&r B. ips^T 19. A. sq B. aq; 20. A. X# 21. This and 
the next two lines missing in B. 22. gsm sfqqr 3*TR 23. qra 
24 . Unindicated gap of two letters. 26. A.B. q?r 26. A. ^ 





?) 1 W i 

6 . m s§5q ?! <ra^ 7 11 w u 

n sfa 


BItoI: WfliTOWfNt: I 
J^iferafa: *$ft 9 *d5lt 10 ?ft li W II 

qmtfs aiijg ai?l: (?) i 


sf]UT l 5J§fWRW33^ I 

qgcq^t 12 #: W 13 ^^: 14 II V*% II 

3I: ^a ,5 a^|ta: 16 S^FIT I 

qa II **v> II 


II II 

_ _ __^ _ _ _ _ - - -*• -— 

1. A. B. Word wanting. 2. B. 3. A.B. * 4. B. atf*2 

^ 5. B. ^ 8- A.B. cfc^T *TisRlf«T a corrupt repetition 

of the end of the previous line. The further words of 
the pada are too corrupt: A. tgTq&p^ B. 7. A. 

B. eisFcWiT. 8. A. ^n^s: B. A. 

10 . A. fal B. ft** 11 . B. «rr 12. A. ^2^ 13 f 

55^fF B. 14. B. q$%: 15* B. ?& 16. 

B. qflsfc 

t Varatra is a rope; the Kollatika is a Rope and Pole 
dancer. 






^rc^fNISTCRTC 2 ^ I! ^ II 
^Rq%l|: qR!i%c2lMqR I 

^ rn^oq55iqwRI^*JR^ 3 ij: || ^ || 


f®Nl S^ut 9R*T 4 W I 

m™.\ wmm #^t Bf;?g 3 i 11 ^ n 

&ftir#t §sr*n i 

fef^TOWI P^I^^DI! II ^ II 

gaRfami ^iim 6 ^ 31 ^il^f i 

7 f 5 H«WI fWl^f qgfl sit 8 * II n 

affMPH® *ami fi<TCRimn*arj i 

siif^i qtfftn || |! 


si^aiferpR srarc?^ 11 sircar 12 *$z*\ u n 

% 

m 

1 ! fl*3IS*itEWIin stf$ nw R3I I 

W^wg^mr w?%sfi "jteira; n n 

1. A. «r 2 . B. st missing 3. B. ^ft^I 4. A.B. 5f 5. A. §awr 
B. brut. .Sutara—iSudrstih. 6. B. ^TW 7. B. 5R 8.®- 
5j|t 9. B. qT2 »T1T 10. B. 11. A. STCfaiT B- 
12. B. 13. B. fa^TT 

* The three Ur ah as are Sama, Atlta and Anagata. * 


*&& *rm ^tPisft 3 qi^Wn* it ^o ii 

'jl 4 i 

<&gwi? ^ffej 7 II ii 

*1W^T s^zf 8 ?T%^ | 

sftat 1 °^fa I 'fomn? 2 n \\\ ii 

t3 *?m fast fi&m 1 4 i 

/V 

*$v®$r 16 5flH gg*f 17 fcsqqtfq^ 18 || ^ || 

s?#to 19 qfora 20 ^ fosramrc? qi#ft i 

SR* f*S#TT|: 21 || || 

|| *fcT ^SrtffBSTO^ || 


fii^q: 22 I 

3^I%fq$T# <# sK^SR 23 II ^ II 

i. A.B. °rr 2. B. 55^rlr 3. A. B. jftfatft 4. A. B. Sfi2*m 

5 .A. sf B. 5f 0. A.B. «6f 7. A. B. ^RTf^ 8. A. B. ^ 9. B. 
ra ftrera rR 10. A.B. jftf^rr 11. A.B. f^r 12. B. ?r: 13. A.B. 
wr: 14. B. % 15. A.B. sftftesfac 16. A.B. rft 17. A.B. fft 
18. A.B. gspsfistfspjtfap^ 10. A. B. *r*for 20. A. $ 
B. 551 21. B. g: 22. B. a?T; 23. A. f%er 

; If the Patra should combine all the three qualities, of a 
dancer, a musician and a beauty, she is then something 
unique. 

* This is an alternate explanation of the origin of Kundall 
(Sanskrit is t>d form of Gondali) which some texts give. 



3 ^r ^gcfr: 4 3SW&TOC: II II 


^: 5 %G2#^W 6 ^ ftg&T: 7 I 

ssfta^rftfT 11 ^ 11 

qasifcq? Brow: 1 

dl&3 $sm RP# ^ferfl ifaqisph: I 

sffiwftj *r#l: mu : 9 qftw. 10 m u 11 *M n 

TO«rf q§: I 

13 3fsq#lS?agS: ^qr WH5RPWR: 14 II II 

17 ^# qs^qqqi *?s: 11 11 

g^¥q^f>i 18 1 

^:3? . . ,9 ^(t fe^iqf ^$1* ^ II ^ II 

II ?rlf || 

1. A B. Sr 2. AB- sfcsr 3. A.'^erra B.^remrar 4. A-B. fa 5. B *t: 

6. A. B. st^it 7. A- fagoi 8. A.B. fa. 9. 15. rflSTf; 
10. B. ot: ll.B*qi: 12. A B. May be Vadya but 
Vada may a8 well be correct. 13. A.B. 3^ 14. A.B. < 

15. B. ^ Extra. 16. A. »T3*rT;rm B. JT«jerrm«r 17. A.B. 

18. B. ffil 19. Gap not indicated ; the two missing 
syllables may be 'gata’. 

* Nartaki here is a retired elderly dancer who has-taken to 
teaching the art. 



1 


SwfcfwACW (fe) 2 ^r H ii 

qrasRRqs^ q^^i^qf^n 4 i 
WfrWTO* (| ^ || 

^I^f^t^nR 5 ^!: 6 qragg^ar | 
fllflsrtNW* JTS 7 q$ =q qizqjj; || ^ || 

*foRf^5qfftf^^fq?RaT I 

qfeq 8 wgiri^ir n ^ u 

'#§%«! 3?5^ #gq ^qiftrfl 10 II ^ II 

q^i%f%cf*Mrc^q *wr?t: i 
^q^rffeq 11 q?3r ,2 qjij psifai u u 

1. A. if^r qtcTci^hWu,, "B. *rcT *ftfTd‘ 2 Tt?t Thereis clearly something 
here referring to his capacity to manage well all the 
three layas, tempos, Druta, Madhya and Vilambita, 
but the letters as they are found are difficult of resto- 
ration. 2. A. has ^ and then by haplography, it jumps 
over to the * in T§PBrq in the third line below, thus 
dropping a foot, a half and then another foot. B. ?RTT 
which wants one S 3 dlahle for metre; the word may be 
ffcrcm 3. A.B. qi 4. A.B. «n 5. A- «TT 0. A. % B. dt 
7 . B. ms; 8. B. ^5# 9. A. mssrgqpfhcT B. 

10 A.B. JTrf^n 11. B. mfaq 12. A. tm B. €R*. Cf. Verna, 
end of ch. V, ‘qTSpgPr^JT ’ among the Hastagunas of 

Vadakas ; Vaja, though obscure, seems to be the correct 

* 

reading and not ‘Vahcha’ in the same place in Sarnga- 
deva (VI, 1218). Does ‘Vajavadya’ mean the neighbour¬ 
ing instrument in the orchestra ? [ Va ja = Paksa (?) ] 

§ The three Marjanas are Mayuri, Ardhamayuri and 
Karmaravi. 

* These four Margas refer to Tala and are Dhruva, Citra, 

Varttika and Daksina. 

^ ■ 






'-fijrctenfeit 2 i 

3"n gsfcl: qHfil (^5$: || || 

II SfcT II 


gw ^r&gsrcft 5 1 

3R#irawi§ fawi 6 g^iif^i i 

7 3ftaR9^I«ftf&(?) $R: II ^9 II 

II sfa sifag^ n 

sawf wwi**ng 1 

wrosfaril:* n ^o h 

^3^^iT5i9^ 10 i 

3^i3lfatt 12 3i?i 13 t^5<m flai: n n 

II ?fcT II 

l. A.B. One syllable wanting ; it may be g .2. A.B f%fopfSr?TT 
3. B. !R 4. B. © 5. A. ufcTgo*qfa B. qfcT?p^f<T 6. A. 

?>c^T*fT B. 7. The sense of the pada is clear, that 

he should be good in accompanying (anuyana), but the 
text as it is, is not quite correct or happy. 8. A.B. <T5??T- 
9. A.B. <rc;5W 10. A.B. 11. A.B. f^T. What is 
meant is adeptness of playing with either hand, or on 
either side of instruments like drum. 12. A.B. *TT 
13,14. A. 3 B. a 

§ ‘ Vadyanam ’ in both these places means ‘ Vadya-pra- 
bandhanam ’. 


* * wrcWtRfa’fr* ’ goes with ‘ <ttwt«prpt ’ in next line. 



-.... 

fK^xw'^ig^ <iRm 2 flaw*iH i 




^3 «i%3 ii it 


wfa^l^SW^TOTIIwTr I 

R%l^ 5 % 01 ^ || $€\ it 

6 et%!ER^^t niqa rnswTfcir i 

ftf^^dpmron 7 6iTOi ii *<:* u 

*TOm 9 ^?R 10 ^lftrlT I 

^HT55>RI^3 *?NTSF|ift ^ ^513*? II ^ (I 

Ji^qt$ ^ ^m n sTO 12 ^? 13 1 

stdfis l^*nqf£w^ 14 u ^ u 

sfifefT 3^?I *IFW»9I S^T & I 15 
|gJ] l 6 30 TT 17 ^ 18 1^: R3T^ » *** II 

f*cf$: 21 ^S 5 ®! ^I1«fl 22 W%*^: II II 

II ffrt g?o3T«TT^^5ern»l*l II 

B. 2. A. *if*n3 B. ?:rfc^ 3. A.B. srrSrfa, 4. A.B. sn 

5. B. ffcr 6. A. *# after 7. A.B. «wnpfcn 8. B. m 
9. A.B. ’g'filcT 10 . A.B. <T 11. A.B. <T.* 12 . A. snfff 

B. qiffcr 13. B. tT : 14. A. *f&T<k B. <rfaiTc* 16. A.B. 

After this is found the subject colophon ffa 
which is repeated again three lines below- 16. B. tw 
17. A.B. wr 18. A. <n<i B. srr?r 1». A. sif 20. A.B. wi 
21. A. SF^afa B. 22. A. «wrrwn B. W»r: 


fwnwn*^ 

'fWWfTOI I 

sp^nfroil Wiasmswtel 3 II {£*> II 

afrum ft aft <pi mg 4 fterat i 
5 sto% gsftifc^ 6 ftera tei?; it tv ii 

arnmufer 7 ^ mftat 8 i 

ift mte tftafi mpi 9 fasten n w ii 

s?f llglte ^l gspa#^: 10 «?“ i 
*isi fterci am Iwiw ' 2 a n tv* 11 

u ?fir ii 

maq^Haaf ift agaia 13 3#a^ i 

iKqfli^iiara *fa?ra«j ii tv ii 
faaimawFteaa: teftraa: n tv n 


glflwawl 14 famtepaai i 

IS 3pR: tel ^ia: Tam II tV II 

1. A.B. 2. B. ^r 3. A. d-*W*=M B. d>*HWlfl<iC 

4. B. «P3 5. A.B. 6. A. 3999^91“ B. ^RTlf^ 

This refers to the quality of the orchestra giving 
prominence to the leader at the end of parts of the 
singing. 7. A.B. %T 8. A.B. 9 9. B. srffotfr 10. B. 

ftrat; 11. B. 12. A.B. §99199 99W 13. A.B. ^ 

U. A. w B. 9 IB. A.B. m*t 





my i 

3 ^t?i g ^st 4 ^jf *i mfa ^ j 

« S^ftqteq: n ^ |] 


*1^ «g: I 

rW f^ftqfeRI^q: s»f§g$z}ft (| ^v> || 

qfer 5F 7 r%^3^^T: 8 I 

feftW: 9 3 RfRRt ^fal3fi$t 10 35| || ^ || 

*RZW*)" a 12 || 13 33:'“ 3155^11 

aiwarerawntl arfo^ sl aat: ga: n *<*.<*. ii 


%»RW 15 aaR: $nfg# fum: I 
WRl gwnfi«l: aaa: RteSlRRJ: 16 II Roo II 


1 7) %<3»iiM f^ 18 sS^gg3t^ 1, 11 i 

«ra#i gsft aai «a.- aiagsSfi n ^ n 



aat a?f&at <fla: atesipl^sgaigaii: i 
tlffew: 21 g aairt ^ftqK%a> 22 gim n n 

RRRimlt aswfl rc 23 ara 24 wift«i: i 

\ 

*ifiiwiiiww 3 n%sg^ n ^ ii 

1. B. q 2. B. f^ispdt 3. B. «T 4. A. ^st B. ^ 5. A.B. fan 
6. A. jn^fain B. 7. a.B. =*t 8, B. 

9. A. ftfafepBr: B. 5 ^e0b^t: 10. A. g^fina B. grsifaiT 

11. A.B. qr^Et 12. B. q 13. B. word missing. 14. A.B. 

16. A.B. ? dropped by haplography. 16. A*B. 
qfe^rr: TO 17. A.B. *r 18. B. ^ 19. A.B. 20. A. ^ 

21. A. £tgfcq>r; B. ^f%Wr: 22. A.B. qTqfftf 23. B. f| 
24. A. 






*nai% ft 3 gsiSS wk sripr^fi 4 1 

st!) jnlSNsi: *wra§ 5 Dgf^i 6 ^ n ^ h 

spn^rfl || ^ ii 

^mt «r^ggif^>r: i 

9 ^ na sa Jtfi[flTO ^ n || ti 
114 S|3*?Tft ^ %33: I 

#picn^i ^tg: 15 g^rct qffim ^tj : n ^ 0< / u 

%*otW 6 |l pd ^n®T I7 srfl i 

*nM 18 g^i 19 nift^^qg: 20 gg: n ^ n 

^ ^ f^ 21 a^t 22 i 

*&ft8 wk ^ 8150^151*1: || ^o || 

24 3rfa$45 25 «f>rc** 26 ^n^t 27 gwW 28 1 

rn^ri: gag: *>$tm II ^ || 

■I* 

[ ?fei j 

1. A. 2. B. wjt 3. A.B. fa 4. B- fa 5. A.B. WT*fr 
6. A. B- aftfaf%?ET 7. A.B. %\ 8. A. fa 9. A. *T 

10. A.B. 11. A. Jnfafa«T: B. napwi: 12. B. 

13. A.B. 14. A. q-T^t B.^lsl 15. B. fjRT: 16. A.B. ^ 

17. B. 3OT55T 18. B. f?R 19. B. i& 20. A.B. 21. B. 
22. A.B. ant 23. A.B. 24. A.B. jr 25. A.B. grg 
26 . A.B. g<? 27. A. ^RTffa B. wfa 26 . A.B. fa 


gfe: S3: | 

gH%ftfer fSIRT 1 ^3 R^Mt : 2 I 
mm ^?0Pp55 3 J^t?lf§ RR^^tft 4 || || 

tww ^rat 6 R^aratoftrat: i 
wforcR a?fe: r ft mm u it 

STOfg 5HI: 8 STfiRI fft I 

IsKfalf^ 9 *5*1 II ^ II 

«*ft: n 5^ft R^sf^Fft# 12 I 

13 tRR^I ^g$ftg g 14 33t R«l: R$T«1& II ^ il 

^R# 15 R$R8^ ^ 16 ^cf: 17 ^ I 

g?ft^R^: I8 ll ^ 11 

%St ROSRt ^ ^AssiRm: 19 I 

glftsE^TdclT: RKT: II ^ II 

20 3TRHJT^ ft$E*R ^foRdt 21 Rd: | 

<$<\m w 22 rjtoII rr*rH ii ii 

1. B. & 2 . AB. Ufa: 3. B. 4. A. fir 5. A. 

^.s?rtir9i 6. A.B. 31 7, B. ? 8 . A B. stt 9. A. fircft 

s3 

B. fa?rt 10. A. rnz& B. frsfa 11. A.B. fa 12. A.B. «ft 
13. A. B. <?m 14. B. ?KToifa 15. A.B. fa 16. A.B. 

17. A. *TR5f: Or the line may be restored also as 
*J5T taking the stand on the ‘A* 

reading I 18. B. fa^ifa 19. A.B. 20. B* 

3TT wanting. 21. B. 22. B- 

* The subject colophon ending Sampradaya-laksana is 
missing. The next topic is the dance-hall, but as it 
starts abruptly, there seems to be a gap in which a line 
introducing the three kinds of dance-hall is lost. 

M 

§ ‘ snjfa * refers to the common public. 





zdiswii I^jot m *ralfop* ii it 


wpq & k * «n=i fqfem^: 5 1 



S^ ,0 ^r^ n W^d^V 2 ll II 

Rft^ 13 flfftl: q$|dW*3©$c!: 14 I 

f«n^fWR^«r 15 #: 16 falfsia: II ^ II 

***&' 7 5fl^S|qR5|q^l^f^%fgt: | 

*folftd 18 *mrc: ^(?)#ftam ;19 1) ^ 11 

1. A. B. fcg; 2. A.B. fr faft R g fcr: 3. A.B. *mu$l 4. A. 
Whole word dropped. B. g- 5. B. ^URRT: 6. A. gj5- 
^fcsi^su B. $5&fci 7. A. B. **£*? 8. A. % 

B sft 9. A.B. faatfTiSTs 10. A.B. nil 11. A.B. 

12. A. B. £^n*ft& 13. A.B. m 14. A.B. (b 

15. A.B. *or 16. B. 17. A.B. ?T5f 18. B. facT 19. A. 

B. tftfvmwm:. Or it may be ^d^facTPcR: 
tfor reference to Kafpura-lamps in the hall, 
see below. 

§ According to Jaya, there is noRanga-pltha besides Range' 
sirsa. 

* In dances like Rasaka in which the number of dancers is 
large, the dimensions of the Rangasirsa may be a half 
more or even double, i.e., 12 or 16 hastas. 

J ‘rrrfYs c *r^rH v > has to be taken as ‘that plus half, ‘i.e.’ 8 -f- 4 =* 
12 hastas. 

**This refers to mechanical female figures, robots, that 
talk, sing, dance and do other acts and provide much 
amusement. Bee my brochure * Mechanical Contrivances 
in Ancient India,' Indian Institute of Culture, Bengalore. 



swnwift f HP UU i H Wm HU 

1 f|ifta»l : 2 ( 

ftai^l sPRFF^Pffi: 3 II II 

wnaaaiHA: i 

: ).. ai»I( ? ) 5 g^WI^: I 
t 6 fif^*l: fW #: 7 Rlftft : 8 fH^lft : 9 || HW II 

ijwffa' ‘fit&ijSSl 12 ®nEW# iiw ii 

13 . . . 5 HR®h I 


1 ’fenRft^HRl^Hiwiq^hfer:' * i 

fl*Rn^ ^» 19 S5ra^l: gaiTO ^ : ii ii 

l*nrct ?h 20 hrwi ^spiR 21 ^ f*ra: i 

h*N$i sn^ppnst: sssmmma : 22 n hr*. ii 

II f% gg ww ra q g w II 


1. A. ir 2. B. spj:, the word %<t% being dropped. 3; A.B. 
STT3PB: 4. A.B. 3TfcWmT 5. A. B. ^fsfilWW 

6. B. word missing. 7. B. ^nTUn^f^Ti 8. B. 

9. A. gV* B. *rt: 10. A.B. HW^cTT 11. A.B- 31?% 12. B. 

13. A. sn^fir: B. tffsrfa: 14. B. is* A. *r% B. 

*TT?r 16. A.B. % 17. A.B. One more % here and % in 
%%*T, next word, dropped. 18. A. w: 19. A.B. tffilrcrl 
20. A.B. gsr 21. A.B. 22. A. %?rer: 

§ It my refer to some kind of textile known in those days; or 
it may be ‘(doth) with figures of gods.’ 

f Words not dear; the sense however is that the walls have 
paintings of the themes set forth in the two preceding 






* 

w’Nftswfi 7 mf Bjftrrar^ ii m ii 

RfiWFrci^ 10 1 

11 .f^ II || 

3!^ $*ffirij fejTOi 1 

14 3TTfe^l fcffll9PI: qf^RT3f^l^ 15 II ^ II 

f^fit llfft 16 3i»ft cctI gorstof^ i 
Pli fsRTKlft: 17 ftfOTt 18 - - 19 irffo II | 

f^ 20 ^ 21 (^I^ 22 ^fi 23 f*N q*If9S: I 24 

II W I! 

II (*ffc) *w<rfa: n 

R^facroifoq 25 afcngfe^ 26 1 

V3 

Bl*^ 27 RR3? fflRsreffilfig II W H 

1 . A.B f| 2 . A.B. cr 3 . B. 4 . A.B. srrar: 5 . A.B. 3 $: 

6 . A. ^n^fTR’T: B. sneriflqT* 7 . A.B. for 8 . A.B. fTcTC; 
9 . A.B. $T 10 . A.B. iTfspn^ 11 . A. B. Line missing. 

12 . srft 13 . A.B. W 14 . A.B. 3 T 16 . A.B. — 55 ^ 16 . A.B. 
i 17 . A.B. famfsr 18 . B. ftjoft 19 . A.B. Two syllables 
missing. 20 . A B. 21 . A.B. m 22 . B. 1 Then words 

dropped ap to in next line. 23 . A. srfqT 24 . A. ^ 
26 . A.B. fas? 26 . A. B. ^TTag^RTT 27 - A. B.f* 



wwiwjiH *n*rgott: 

ww i fe i reftfe a 3 if»rar i 

grPon|«nR>#at 1 11 rv» ii 

gBRsram^^mwi IteRsq; i 
WWlitfiRI^ 3 M flsweRtt II \\c II 

itf’ftOT^tgsl 5 gi#* 6 j^ton i 

qpif^ 7 *rfa»U 3«II: StrfiT: WWK13, II W II 

II ^«rg«n: || 


1 

11 8 «hwisHi ; snf^T3T - ^rnqff^r - mwwfSKB- 

^ |M^R|q^T- 9 fef%^FTT 

II 


1. b. m 2. A. gwfiwwn B. anfimwn 3 a. ititarri 

sRij B. mt 6. A. aw*i B. aia«t 0- A. gssftat 
<$ 8. B. sfarsT 9. B. inwfiifircfaant 


4. A. 


7. A.B, 


30 


amii 1 11 jfen 2 i 

tqsra^ forciTfcft || \ || 

fofefo ■Rl^’l ^Rj<i&fa: II R II 

#-^l%a#tRfH^: I 

^^^Wflfo 5 SlM 6 II 3 II 

3HR: 7 ?jj^R 8 *W5J13iKrcsl I 

flfJlIrHfift: || « || 

f^«BFaRI?!W# 9 %5(^xgq| | 

TORI: II 'A II 

»BT3fa «Rfl>t:“ $lfafa>Wlftft: I 
5l4lfcl SKR 12 q|<l: 3rf9RI?lfq^t: II £ II 


?fg^ 13 #^: siftgrfirfrl «W§: I 

II V» II 

©\ 

35f|: irfSPRtpaif «lftWRi:(?) 14 
, 5 >irafe: qgfl nR 16 #f% 3 PW n ^RR; 11 <; 

1. A. 2 . A.B. fcrr 3. A.B. ^rn-. 4. B. afar 5. A.B. On© 

dropped. 6. A.B. 7. A.B. ?r 8. A.B. 

9. A. B. ggrfJrcftfr 10. A. B. f^Ri 

11. A. *rW>§: B. sWfj 12. A. q^rq; B. 13. B. Q 

14. May be qtfforan?#: 15. B. »tt 16. A.B. WTOrTSTt 
17. A.B. one «}! dropped. 



*lfd «ff% (?) || *. || 

#W|*oWfh | 

#?3 ii ^o ii 

raiewif^: i 

tt: ^tTWT 4 || ^ || 

*irai3 5 dS 6 ^!?q*q 7 3n#3 *jqfd: i 

*TO»swfiBR f5rthc&ff«RPra: 9 (!) II ^ II 

$zm 2grT: 3*d: 3?T: I 

t*r ^ 10 qq^ifcr^ 11 ii \\ n 

cl& 12 5^T 13 fqrT!TO %fcm Jjtelf I 

^ ra?i 1 Vneta: 1 5 srf'qtawiqfo: n 11 

zm 3FT *T£T§^ 16 %: 1 

17 ?tt 3 ?tei 5ftft%Mrcfai ft 18 ll ^ ii 

19 qf^rTT q$R35|$0|f | 

^W?ISI«^RIWl mi&& S^RKl 11 ^ 11 

1. A.B. 2. A-B. ^T-cTW: 3. A.B. Whole line corrupt; B. sito 
lor ar?r; g*5 for ^r^r; «rf^T: for qfrT. The line probably 
refers to the act of waving lights (Nirajana) and the 
movements of dance consistent with that act' 4. A.B. 
a: 5. A. g 6. A.B. at 7. A.B. wr 8. A.B. 

9. B. fsrfofte 10. A.B. qn?yr ll. A.B. fwan 12. B. * 
13. A.B. ^ 14. B. S!f 15. B. * 16. A.B. <ff 17. A. % 
STjJ ST B. %3?3ST 18. A. fir 19. A. B. McTtfd 

20. A.B. fft 

* These are auspicious symbols of royalty. 



2 <Rg: -^iwiftwifeiBg: ggifipra: li n 


fiWwiqftip R% Risrasw 1 

q>WI: 5 WfSSlft?!: 6 II \C II 

^IRg»I3@>n: I 

3TO: SgTO Ejf^R: 9 «H|<I^: || \% II 


. II II 

"g^?n( ?) - f?am 12 *n3R ^snfe^t 1 
g^wHRRW 15 wsfi? 14 qte*W 5 11 r$ 11 

J. A.B. ^JcTi: 2 . A. qtf B. 3. A. irfq% B. 3fa% 4. A.B. 
ijq°u 5. A. qjTRiq;: B. 6 . A. B. qwwfta 

7 . A. B. q>ffaq;Tf*FaT 8 . A. B. ^ 9 . #. fa^ifa;*: 10 . A. 

\D 

corrupt. JT&ft *TTqsftfa qTR*TqT?ft =q | %5ft 

qvnfaq *rrr-gfa; 1 B. for q^rrer =q; ^sfa ^ 11 . A.B- 

Foot wants one syllable; may be sjN^p =q faiJW etc. 

12. B. fa«i*s 13. A.B. 5 14. A.B. fa 15. A.B. ?TT; 

* 

* These two lines whose restoration is impossible refer to the 
Tambuladayini who is close to the King ; her eyes have 
collyrium (ahjana) and the author works a conceit on 
her proximity to the King and the eye with collyrium- 
Certain Ah j anas are for making one’s sight very piercing 
and this lady appears to have taken her stand near the 
King to be able to scan each and to tell in his ear who is 
who and of what qualification among the dancers and 
singers. 




wsprpeit 2 1 

j?s^f ^ 3 ftf II ^ ii 

3fi^r 4 s[f%ut q$ ii ^ it 

5 |q(?)^f^t 6 qi$ 7 q^i^ 8 3^: 1 

ft^qj: 10 ^: u j&pi grfaq^ || ^ || 

* 12 5°^^ =q <Rt^ gq?i3 1 

m qp§ qg^TOtoq** 13 11 ^ ii 

3im%3 *Wl8l ^I^taPlPB: 1 

mm 11 ^ 11 

14 t^Rflqt %ng9 15 35twnfofl: 16 I 

fWRSFtaR: «Sqifll8*|Slfiq|: II R' 5 II 

q^i?ii mam: 1 

JWIWR 17 Pfoqi: 18 rT^l^qifqi II \£ II 

^ ^ ^ _ L -, -r __ .» ■«* 

A. 1. -B. frcrcrTC- 2. A.B. TOWRIT: 3. A.B. <ff 

4. A.B. errata 5. A.B. corrupt. 6. A.B. in 7. A.B. vf 

8. A.B. jrfar:.9. A. B. lawsr 10. A.B. w 

11. A.B. gq; 12. hosier?. There being np need for 
instrumental, the last letter * may be ^ 13. A. qftRq: 

14. A. B. 15. A. 3 B. f*T 16. B. ortfiRT: 

17. A.B. ?r 18 . A.B. stt 

> 

* See Bharata XIII. 207 (Kasi): g^W* =* I 

MunHasana is, like a stool, a seat without rest for 

arms or back. 




gmnwitii 



qfopqifaW: 2 goqqiS^lr^wfq | 

^ 3 fj&n&mKmrf ii ^ ii 

*?RWPI 5 S^R?: 6 I 

?#^t 7 stffeR: ft£^ 8 $mi: 3^: 9 IUo II 

^qR5s^j|^|: 10 gjffid: I 

*RWWfaF§: qfd%t%£dl : 12 | 

'jfef ip#^51 fBI^R^ai: I 

3^q: «?R?: 13 pqtifr#^!: |j ^ || 

m- ^lfeei 14 qm: trc : 16 1 

SBE^dT fqq: ^Rfel m'ZRH* I 

qtoifel 17 || ^ || 

nqfefe^qur 18 sife^R 19 %dq^ 20 1 

*tim ^ ws §^§#f3fiqiR 21 (?)^ n W n 

1. A.B. v 2. A. gfspr: B. ^Tf^rsr: 3. A. jft 4. B. 5. B. jtt^jtr 
6. A.B. 7. A. *rf;cT^ B. 8. B. g 9. A.B. IT 

10. A. ^r 11. B. qr dropped. 12. B. 'pirTsp 13. A. ST^fr 
B. 14. B. fagr 15. A. ^n^fcT 16. A. 17. A. sjot- 
'4c3 B. SR^qr 18. A.B. *r 19. A.B. ^far 20. A.B. *: 
21. B. ^cSTfa^rn 

t Vaggeyakara is the highest type of musician who is also 
a composer; Gandharva is a musician proficient in 
Marga and Desi music; Svaradi is a musician versed 
only in the Marga. 

* This is Graha-makha, propitiation of the Planets. 

§ According to the text of Kumbha, which echoes Jaya, the 
danseuse may dress her hair into Dhammilla (knot) or 
Veni (plait); andKuntalas, bedecked with pearls, should 
add charm to the forehead. Kuntala goes with the 
forehead in S. Ratn* also, VII. 1241. 



sflOTl'ggfai <g 2 |* 

g^tg fgwi 3 #ig^g 4 jjifa gt 5 n ^ n 

^gi 3 f* 8 |^ 6 *«£^rR§|gt l 
apg| 7 ^g*p# ^Vwi qfggi 10 n ^ n» 

n 3iinfg^ 12 *gi&' 3 ^fg*g 14 fg£fggr i 
*ng?tg fggsptfi gramlfogsglfagi** n 30 n 

<w^tlgag.i%g 15 g^gigf^ 1 
gR#raj*jrcg ffNrea^l^: 16 11 \< 11 

1. A. B. 5R[T 2 . A. florae. B. —3. A. B. <tt 4. B. 5 ^ 

5. A. ^ B. q 6. A. B. 7. B. dropped. 8. A. 

B. * 0 -;^ 9 . B. 10 . A.B. m: 11 . A. B. 9TffT 
12 . B. *crffcr 13. A. ^rrfq B. ^jTfa 14. A B. snr^ffcr 15. A.B. 
§p 16. A.B. fcr: 

* Tbe sense is that the body should be treated with coloured 
dust of sandal or saffron, in accordance with the comp¬ 
lexion of the lady and the time of the year or day. In 
the corresponding place Kumbha says: 

^rnnfttf^rmfcr arsr (?) i 

^^i55^sron3*n^»T II 

/ 

t The meaning is : 4 adorned on her limbs with those orna¬ 
ments, though with her limbs she was, is reality, adorning 
those ornaments.’ 

** The face with the nose-pearl resting on it, is like the moon 
with the Star Svati on the moon's lap. Svati, of all 
stars, is mentioned because the pearl is connected with 
that Star. 



'gwi 2 i 

pdfoWlwA *U°spH *T3Rff II 3^ || 

6 w^i utfk 7 q)lt i 1 

'*RW* Rfd^TO ^ R^WT d^f || Vo || 

€f3 9 1W(TO ?) ^I^fw 10 3# 3d: I 11 

12 w?f$&tosi 13 g^nroiifiRii n v^ n 
1 ^ sfe m wi ^ 14 sy#if?**n i 

15 ^q>:q^H 16 ?TTera 17 llff5 18 ^Rd 33: || V^ || 

3%T^3 19 3lfa*oii?l3 3W ( 20 I 

^ 2, PP^^(0 m ^ ^ II ^ II** 


1 . A. ff 2. A. q?r 3. A.B. jft 4. A.B. f& 5. B. fanner: 
6 . A. *^>T B. Line missing. 7. A. ^T 8. B. This and the 
next line missing. 9. A. 10. A. %TrT 11. A. The 
line etc. repeated. 12. A.B. 5R3>rt 13. A. 5: 

B. 5RT 14. A.B. 3TT3P 15. A. %JT<T?*T 16. B. STRUT IV- B. 
JTT’ijr: 18. A.B. ^ 19. A. * B. no ?r 20. A.B. 

21. A. After fj'TR, owing to haplography with 3»T<Tifr 
down below, jumps over of the line and two more full 
lines. B. corrupt, but sense can be made out. 

t The meaning is 'Desirous of catching the bees of the 
looks of the lovers which fall on her face, Cupid, with 
the golden garment or fine coloured garment, the 
garland as thread and the vessel (ornaments), appears 
to have placed on her head a net of pearls. 

** The sense is that lest the view and correct positions and 
movements of the limbs should become obscure, the 
dansuese should wear tight shorts inside and over that a 
diaphanous apparel of cotton or silk with fine dazzling 
embroidery. 



II w ii 

qqqfawqi ^W qf.i 

qwtf£lfoqr %w qritanira <rp* (0 ii v^ n 


qfed qq^ ®$*l I 

s^fi* 10 W* W 3 ■ • 11 ^' 2 11 »* 11 


13 .qm 14 ^^ 15 ^*^ I 

g^rcifc 16 sn^ I7 w^ 18 ^ II VV3 u 

gsft 19 ^ clc!: 20 *4 I- 5 ? m* I 

m^ 21 ^pq q$i g*q& ?ii?3& fw: II ** ii 


22 qjqi^iqfeq5i^ Ss?jqfe 23 i 
?[fq$ 5ll%q? ^ftq^ 24 II ^ II 


q»ii5qqRq>i : q^iqsq^i 

m'sftfii qfts^fi 25 ii ‘I 



. B . mr 2. AB ^ 3. AB. «n 4. A.B. q* 

* AB rewFaHl 6. A.B. Unindicated gap. 7. A. tR 

ITz A^™ •.A.B.qq 10. A.B. 4 U. A.B. 

iWO syllables wanting; my be q«TT. 12. A.B. 

13. A.B. Line wanting in six syllables. 14. A. qT3TT 

15. A. =qt^B B. ^^ 1«- A.B. 17. A. *RT B. ■<* 

18. A. B. Sffqsr 19. a. ssft 20. B. ?r: 21. A. 

B. «wm 22 - A - 23 - A - * 24 - A - ^ 

B. 25. A.B. ^fq 


31 







*5Wl: qf^teiaWfl 4 Stef: 5 ^551^1 I 

crgg ^jffe^r: *sfcwr: 6 tsgaifrsi: 7 ii ^ n 

snffai fltfrfq $i5 feifro 8 i 

TOT f^lTO =** II ^ ii 

II ffcr fstf^RW: II 

gTOT: II II 

n *^ to $ro: qr§ 13 art ^ ftafispr i 

1 %q^ff TO 16 e^ 17 ^^: || ^ || 

m TO!* W SPROTRSBW^ I 

*# TO^I ^ 18 ^:( ? 19 ) 'fiTO: 20 I 

to: *ra«i mm* II ^ II 

II Sc^rmtei 21 ^* || 

1. B. $an 2. A. 3. A. B. qnjfa 4. A. ^:: 

B. *j|: 5 A.B. £ 6. A.B. Haplography. q>ftg; 7. A. 
qfffipET: 8. B. cTT 9. A. ^ 10. A.B- 11. A.B. §5TI 

12. A.B. JF^fTcTI 13. A.B. R 14. A. 3TOR B. 

15. A. B. afteqTtfTC 16. B. 27 17. A. flqfoffa? 

B. tfsfcq- 18. A.B. 19. May be (3T)^b or (3T)5RT 
20. A. q*S5RI B. 51^1 21. A. fc^FJratg B. 

* See above p. 234 where also these lines occur. 

f This line, as bringing the topic to a close, is somewhat 
abrupt; there may be a gap. 



♦ 3 3tete?dl *Ri ii ii 

f$R7dRd* 4 qi^ 5 iffft 6 aercrlfo 7 1 

^(0 *R5*WT0R rTrl: 8 d^fggifa 9 31 || || 

RWTOI^itat: 10 $fa n qs^q | 

**5^T ^ISWffiRT 12 3*rEg?^T«l l3 flRd: 14 II ^ || 

3WW%&31^J: l 

*15^3 V 15 ^ ;J6 ^ §9R?1>T 17 || ^o || 

dR5@RR*: <$ RR«?T 18 *M3V3§: | 

W)»flil: (*??*: f) (tfftdl ?) ^SRWd: II II 

f ^ 19 35*1 R^i 20t rr^i 21 3 ^ 22 ^i^r i 

23 ^0Ilf**lM 24 *ii WRR*2l 25 «*l*: 26 II ^ II 

1. 01 B. ITT 2. ^FWT^TJ ,'i. A. 5HTTCT B. 5 tRr 4. B. JTRrTT 
5. A. <n 6. A.B. iff It 7. A.B. 8. A. ?TfT: 9. A.B. 
clfiSS^ 10. A B u: 11. B. 4R 12. A. ^ramipTT B. ^l?l- 
^ujc*ri 13. B. swig 14. A. B. rrir^ 15. A. ^*rt 
16. A. B. ?r% 17. A. trftor 18. A. nnsqi: B. sr-^: 

19. A. B. 20. A.B. wn: 21. A. SRS’-fi B. sii?5 v q7 

22. A- »jc5 B. A. g*$3T 23. A. qpnrfe 24. A. fr: B sfY; 

25. fecT B. RcF 26. A. ^TRR B. 7£RTR 

§ See above p. 205. On the sequence set forth here compare 
above Suddha and Desi, and Perana and Prenkhana 
Paddhatis, pp. 205, 207, 211, 213. 

+ Jodani is one of the Vadya - prabandhas, as also a form of 
playing on the Hudukka. (S- Ratn. V.T. 927-8); the 
latter is meant here. 

* Lahari is a part of the Udgraha. 

t Snigdha and Arabhata (i.e. Komala and Uddhata) reier 
to soft and vigorous playing. 





*%*T I 

^ffitad!^^3T$ 4 ^ 5 fftai || mi 

rfrT: HftcTq I 

|| %$ || 

n & 6 $ii®t 7 wnciuPiPR 8 *iw -1 

HrcPfpn: 1 ) ^ 11 

jfa 1 Qw ^psfoft *qzq 1 
fcW* W?*) 12 ?WRt 13 §WI? 3$: 1 
^w^ifi 14 ^i 15 Ji#g!l 16 t n ^ n §^araq) 

^ 17 ^t 18 **- 19 ^ifon 20 1 

21 .(^fw ?) w*?? i^r 22 S[ci 2 ?ef«icn 23 11^11 

1. A.B. qr 2. A.B. *i: 3. A.B- qfftfa:. May be as^ftfir: also; 

see above v. 57. 4. A- B. ^ 5. A.B. 6. A. 2T 

7. A. S&T55& B. SfiT3?5 8. A. ?TT5515^t qi5f B. ST^TcAS^ 
qT5T. What is meant is that some Kings of highly refined 
taste do not like in the orchestra the instruments 
Karat a and Kahala if they are made of Karasya or 
Tamra metals, as their sound will be harsh. 9. A. 
5 B. fj( 10 . A.B. 52T3JT- ssRT 11. A.B. 12. A. 

13. B. 14. A.B. »T13fa 15. A.B. ?ft 10. B. 55f 

17. A.B, 18. A?B. *T 19. Here A. reads a letter aj, 

B. ?r 20. A.B. err: 21. A.B. Three letters wanting. 
22. B. f missing. 23. A.B. cTT: 

* Vahani is a graceful treatment (Gamaka or Vaga) of a 
part of a Raga (Sthaya) involving ‘Kampa.’ See S. 
Ratn. III. 99, 114-117. VII. 1304. 

** See above p. 212. 

§ Samana may be the Vadyaprabandha called Sama. 
fUccala may be the Uccalita variety of the Vadyaprabandha 
called Yati. 



■K. fS 

*WMW»lWKi 


rf^cSnoiF^T:.(?) | 

f^flfoR?%€t^T=P!VTrafe: II ^ II 

, fagro frrrcsn i 

2 S^WHlfol: 3 *#T^q* 4 5q5f;tf 5 feft; II ^ II 

q^Rqr | 

3Ht 6 5#WII«T: || vso || 


7 ^rT!OTPn«?f (?) (rfOTrt ?) g*refcRI fa ?) I 
fufraii 8 %m^i: 9 ii ^ || 

ri#! 11 3 ft^I: 12 I 

3*1 13 fer 14 ^ 4 lfi|^i 5 wfifR: ii ^ ii 

,5 fcte^ratefw gi 16 *3: wira 17 1 

m: f qis&: 19 $ qte(qu ?)^ 20 ^ q>*?irt n ^ n 

s#^nm 21 ^qi 22 qq^ROiq 23 | 

Wm^^^T 24 «JI3£? 3^cf; fedl** II w II 

1. A.B. faq^ 2. B. qr?l 3. A. f+H B. fa 4. A.B. 5. B. 
vq^RT 6. A- If 7. <TT 8. A- qrfcqj B. <r*qf 9. A.B. 

?6*5W 10. B. Line missing. 11. A. 12. faFlcTT: 

13. A.B. qqfa^BT 14. B. ^ 15. A.B. ft 16. B- *TT' 17. A. Sf 
18. A.B. fa: 19. B. h 20. A.B. *k 21. A. fafaqfcw 
B. qtfaqkwt 22. A. q^TvqT 23. A.B. grorfrW 24. *<?*>& 
B- 

* Cf. Prataparudrayasobhusana I. 58 where Kumarasvamin 
the commentator quotes the corresponding lines on the 
three curtains from the Sangita cudamani. 






% 

SjN^lcfa fag^jft: qfNfl 1 || ^ ; 

gdtai 2 «te(qr z ^^i^sqefqrTi i 

gnq^ ^sirs 3 n ^ u 

.33 (?) i 

t«WfiWr: 4 ii ^ || 

WW: fo I 

. 6 fffll 7 ?fq ii ^ n 

dtq^gRw 8 l^rBI^ftffF^ 11 ^: I 

tq^TO l2 qrf^. 13 g$ q^ (?) u ^ n 

Z$V\ ft* 3^13, §F5l(0 [ W3®IR3: I 

^ * 

14 . . 3IRI. . 15 W 6 lw 17 f^Wt mm II ^o II 

pf^T 18 fqe©3 i 

19 ^itowi^wqT sw^i^ 20 n n 

1. A.B. ^irtaFer 5RI 2. A.B. Zf 3. A.B. f*rg 4, A. *apr^: B. 

**pw 5. A.B. =?fsW3 o. A.B. vrMtf 7. A. $ffR B. rjcSCT^l 

8. A. *TT 9. A.B. t 10. B. tR 11. A.B. JT@*T?T 12. A. 31 

*\ 

13. Line wanting in two syllables. 14. A.B. afi* 15. A.B. 

16 A.B. f^T 17. B. % 18. A.B ?fWi 19. B. q^T% 

20. A.B. ^ra*nq; 

* The gap in this line is probably more than what is 
apparent, for the next topic seen is presentations to 
the danseuse and giving her leave. 

§ The line seems to refer to fragrant pastes like sandal and 
probably garlands also. 

f Refers to presents of elephants, horses and others which 
are obscure in the defective second quarter of the line. 





Sffi siPIlftTOnPrtlsJL 1 

^rafcnfiR: II £\ II 

s*(«ratf ?)fo 6 qsiffiR pqfauii^: I 

fdPjH W3: f^H . . ? #33*12: 8 || II 

^#g5nfe® 9 gpiT firarilft 5 # 10 1 

^rm^t m II II 

sa w& Hw fi i - fa<firarar 

^rR^m^n STOTtS’^r: 

?OTIH: II* 

[ *RTCW ^rTCcfl^ ] 


1 . A.B. 2 TT 2 . A B. 5 i^T 3. B. *3 and then unindineated gap. 
4 . B. word dropped. 5. A. *n^T'J, B. *TRIT*i 6 . B. f% 7. A. 
_ 55 B. flrcfcrg 8 . A.B. or Z&L B. faf%-q£r^ 9. A.B. 

^cT 10 . A.B. ?n 

* After colophon we have in B. trft; 3^ and then in A.B. 

q><$<wq?T*i ^ng*r|f^cr shtT: I 

2JTS*r ?fT cTT^r fefad SRWT I 
OFTSt fjspjt 3T JW *T II 

it to ii 




NOTES 


(Including concordance of parallel passages or treatment in Bharata, 

Abhinavagupta, Some£vara and other writers.) 

P. 3. $1. 7. 1.2.: .Mss. read here 

and I The passage may therefoiebe reconstruct¬ 
ed as I 

p. 6. &1. 18. On the occasions for dance, Cf Bharata, N.&. 
IV. 272-3. 


$1. 19: etc. See Bharata N.$. (Ka$I edn.) Chs. IV and 

V on the propitiatory stage-preliminaries which are to be 
gone through before the play actually begins, and which 
constitute the Purvaranga. Originally Bharata had a plain 
Purvaranga, but when he took his troupe and played before 
&iva the Dima called Tripuradaha (N IV. 10 ff), $iva who 
was pleased, told Bharata that he might learn, through 
Tandu, the Tandava-dance promulgated by Him, and add 
them to the Purvaranga, so that what was &uddha*purvaranga 
might become Citra-purvarahgo^ It is in this sense that 
Nrtta is, as the text says, Purvaranga-prayojya and 

N&tyopakQraka. 

gls. 20-22: Cf Bharata, N.$. I. 8-12, 16. 

P. 7. il 24: 3pn: 5TrW*l For the list of these 

hundred sons of Bharata, see Bnarata. V.£., 26-40. 

£l. 24, line 2. (?) The corrupt word JR2 in 

the ms. may also be restored as as the festival of flag, 
Dhvajamaha, mentioned immediately after, is the festival of 

India's flag — Indradhvaja. It cannot be restored as 
and taken as referring to Krtayuga, for according to N 
I. 8. it was when Krta had ended and Treta had set in that 

W 

Drama was thought of. 

6l. 25. Cf. Bharata, N.$- I. 119. 

gl. 27, derivation of the word Abhinaya : See Bharata, N.$. 
VIII. 6-7. 




£l. 28, See Bharata, N.$. VIII. 8. 

&l. 29, SeeBhaiata, N.$. VIII. 10. 

gls. 30-4, See Bharata, N.$. VIII. 12,13-16, and Cb. 24 (Ka$I 
edn.), S&manydbhinaya t verses 41-48 on six kinds of 
Sarirabhinaya. 

3l. 35, For Vacikabhinaya , see Bharata, N.$. Ch. 14 ff. (GOS. 
edn. Vol. II). 

Pp. 8-9. Sis. 36-46. On Aharya, see Bharata, N $. Ch. 21 (GOS. 
edn. III). 

P. 9. Sis. 47-9. On Sattvika and its explanation given here, see 
Bharata, N.$. VII. 94 ff. 

P. 11. £ls. 30-53 : The Marga- dance referred to is what is described 
in the preceding lines as Nrtta which comprises the Karanas 
etc. taught by &ivafrom his own Tondava. It is the display of 
pure rhythmical movements, (layasraya). Nrtya is interpre¬ 
tative dance in which a feeling is conveyed through gesticu¬ 
lation or Abhinaya (bh&vairaya). Examples of this latter are 
Srlgadita etc. Dofibl, Prasthana, Preksanaka , Bhanika , 
Gosthi , Rasaka , Halllsaka, Sidgaka , Ramakrida, Durmallika, 
Ragakavya , Nartanaka , Lasya and Chalika are the other 
representatives of this class (Nrtya). Abhinavagupta men¬ 
tions some of them ( Abhi . Bha. GOS. I, p. 183) and Bhoja 
deals with them more fully. 1 have given a detailed account 
of these in my Bhoja's Srhgara Prakasa( 1963 ; 545ff.) and 
in a separate paper entitled Uparupakas and Nrtyapraban- 
dhas presented to the Dance Seminar of the Sangeet 
Natak Akademi, New Delhi-’ While thus Nrtta is pure dance 
and Nrtya interpretative dance, Natya is regular drama, 
Nataka etc. By * adi ’ here the text means the other 
varieties of the DaSarupaka class, Prakarana , etc. Cf. 
Dasarupaka I. 7-9. 

SI. 54. line 2. The Nrtta is called Deft when it shows regional 
stales and variations. 

&]. 55. The promulgator of Nrtta is &iva from whose Tandava 
it is derived. The reference 



etc. in the Text is. as pointed out in the fn. here, 
Bharata’s ,V.tf. IV. 12-1*3 (Kaft edn). 

> 

* . 1 

$1. 56. On the two varieties of dance, the soft and delicate 
Lasya and the vigorous Tandava, Cf. Dasarupaka I. 10. 

P. 12. $1. 58 ff. On LSsya and Lasyahgas, see my Bhoja’s 
Srhgara Prakasa , (1963) pp. 574-83; also my paper 

* The Bhana and the Lasyangas* in the Journal of the 
U.P. Historical Research Society . XVIII. Pts. i-ii, pp. 
135-147. 

P. 13. $1. 66: The definition of the Lasyahga called Saindhava . The 

two characteristics 3I3*fa and STI3T ^ST 

seem to be mutually contradictory. The earlier and other 
definitions of Saindhava are perplexing. To obviate the 
contradiction, the Bharatakosa (Tirupati p. 971) reads Jaya’s 

verse as 313*1 *TT3«R , a bold restoration not 

attested by the mss. Probably, we may be justified in 

emending 313$?I as 313^ * meaning 

* not exalted in its text * which would be in keeping with 
the use of Saindhavi Prakrt and which is just the sense 
required. In Bharata, in the definitions as found in the 
different recensions, only one (KM. old edn. XVIII. 178) has 

any reference to the absence of Pathya and reads 3T33lft*T 

but here again, the correct reading would be 
3T3*T meaning the use of a low Prakrt, which 

supports our reconstruction ?| I 

P. 14. $1. 72. On the two additional Lasyahgas, see my Bhoja's 
Srhgara Prakasa * and my paper ‘ The Bhana and the 
Lasyangas' referred to above. 

/ 

$1. 73. On Tandu teaching Tandava to Bharata at $iva’s 
instance, see Bharata, N. >$. vlll. 36 (Kasi edn.). 

P. 17. $ls. 18-19: It is, as pointed out in the fn., Bharata, N. 
VIII. 36 (Kaft edn.). 

*Anutamra-vidhayibhih * refers to Kobala and other post-Bharata 
writers who developed the subject. 



Pp. 17-18. Sis. 20-29: The source of these eleven additional head- 
movements described here is not known. The first five of 
these are given also by Sarngadeva, S.R. VII. 76-9; 
Sarngadeva calls Nairajita by the synonym ArQtrika , and 
Tiryaktata by the name Skandhsnata. 

P. 27. Sis. 43-5 : The four additional movements of the lips given 
here are given by Somesvara in the dance-section of his 
Manasollasa and are also given in the S.R. VIII. 488, 
494-6 (Adyar). Somesvara and £arngadeva give Vrtta in 
Jaya, as Udvrtta. Somesvara gives other names to the six 
older movements: Mukula for Samudga ; Kunita for 
Vivartita; Prasarita for Visarga and Kampita for 
Vepita. 

P.28. Sis. 49-54 : Seven movements of chin (cibuka) : The move¬ 
ments of chin include those caused by the movements of the 
teeth: * Cibukam...jihvadantostha-karntabhih* says Jaya; 

* dantakriyaya cibukam (viii. 142) *, and * dantosthajihvdnam 
karanat cibukakriya ’ (VIII. 147) says Bharata. Bharata has 
therefore no separate set of movements for Teeth. But 
Jaya gives later a set of Danta-karmas also. &arngadeva 
(VII. 500-6) takes these as mainly movements of teeth 
(Danta-karman), and adds that C/Zw/ca-movements can be 
known from these (512); and to the seven in Jaya, he adds 
one more; in fact there are two new ones in his list, 

Grahana instead of Lehana and a Niskarsana. It is interest- 
• • • • 

ing to note that Somesvara has only Danta-karmans and no 

Cibuka ; and in Dantas too, he gives only five, Dalana (which 

is Kuttana), Khandana, Kartana (Cheda ), Dharana (the Gra- 

hana in S.R.l ) and Niskarsana. 

% 

Sis. 55-57: Seven varieties of Hanu. Bharata does not give 
them. Somesvara has this Hanu, but he gives eight, adding 
Calasamhata. These eight £arngadeva has, but as varieties 
of Cibuka (VII. 513-16). 

P. 29. Sis. 58-61: Tongue and its six movements. Bharata does not 
have Jihva. Somesvara has five; he seems to combine 
Valera and Srkkanuga , omits Lehini and has instead 
Pronnata. Sarngadeva has six (VII. 507-11) but instead of 
Nata of Jaya, has the Unnata which Somesvara gives. 



P. 30. £ls. 62-4: Danta-karmans ; see above note on Some^vara and 
the Danta-karmtms given by him. 

Pp. 30-31. £ls. 65-68: Nine kinds of shoulder-action: Cf. Bharata 
VIII. 164-171, which are followed by Jaya. But Somes- 
vara and Sarngadeva differ, giving only five and these with 
different names (S.R, VII. 327-30). 

^Pp. 31-2. ^Is. 69-74: 4 Mukharagas. Cf. Bharata, N $. VIII. 155- 

163. Verses 72-74 of Jaya, on the importance of MukharQga 
have for their model, Bharata VIII. 159-63. 

Pp. 32-59. Sis. 75-286: For the corresponding section of Hastabhi- 
naya in Bharata, see N.$. IX. 3-170. 

P. 33. Si. 87: The line is Bharata, MS. IX. 17 (ICa^i edn.) Cf. also 
S.R. VII. 93-101 where also this question is discussed. 

Sis. 87-88. Here $1. 87, first half, is from Bharata IX. 17 
(Ftasl edn.). The Hastas, single and double and for Nrtta % 
given by Jaya are just those given by Bharata, in name and 
number, 24-j-13+29 which would give 66 in all and not 64 

as Bharata expressly says 

JTtft l Jaya gives the explanation, which is very intelligent, 

by putting emphasis on the word «TTJTri: I If we count 
these Hastas by name, we get only 64, for the two Nrtta - 
hastas , Sucyasva and Svastikau occur in the same form as 
the names of an Asamyuta and a Samyuta Hasta. 

In the S.R. y Sarngadeva counts the Nrtta-hastas as 30, taking 
Alapallava-ulbanau as two, Alapadmau and Ulbanau . He too then 
asks how the number « 64 ’ (of Bharata) is to be explained and then 
offers the explanation, in a way different from Jaya. Sarngadeva, 
however, has to explain three instead of two ; he says that among the 
Nrtta-hastas , Svastika and Vipraklrna cannot be used independently 
of each other, as the latter automatically follows the former. 
Similarly Uromandalinau and Parsvamandalinau and Alapal/ava and 
Ulbana. These six could therefore, for all practical purposes, be 
counted as three. S.R. VII. 90, 94-98. 

P. 34. $1. 89: Jaya’s reference to SomeSvara’s treatment of this 
subject; SomeSvara differ*, in yet another way. Somc.4vara 



gave 27 Nrtta-hastas omitting the Valitau and Lalitou of 
Bharata. See AbhilasitQrthacintdmani, 3021-34 (unpublished 
portion): 

■ 

* « 

djaroi* S EK ^ lfft smm: g wfft g r l ft : I and 

sftro TOTOl feRgr sfft I and 

gfiTORTOT itasTJ smfftsTfftsrfsnn i 
*Tirat stojgsn II 

Somcsvara offers no expfanation for omitting Valita and 
Lalita; but Jaya explains that these two do not differ from 
Pallava and Lat& and hence might be left out. 

m 

fsl.90: On the possibility of Svastika and Vipraklrna being 
taken as identical, see above note on the treatment of this 
in the S.R. 

SI. 91 : It has not been possible to make out the identity of 

writers who are referred to here as considering all the Nrtta- 

hastas entitled * -mandalas * as one omnibus Hasta called 

• • 

‘ Mandalinau 

• m 

In the first half of the same verse, Jaya refers to some who 
considered Alapallavolbanau as two, Alapallava and Ulbana, and 
replies in sil. 93 below that this will increase the number of Nrtta- 
hastas, as given by Bharata. 

As no'ed above, Sarngadeva takes Ulbana and Alapadma as two 
separate Nrtta-hastas, but we do not know of any pre-&arngadeva 
text which took this view. 

The line in Jaya £1. 91, first pada, as printed may be 

corrected as ftft I 

Sis. 94-6: Cf. Abhi. Bha on Bharata IX. 184, the first Nrtta - 
hasta Caturasrau and IX. 199, the Nrtta-hasta called Kari- 

hasta. See particularly Abhi. Bha. on IX. 10 

vft ft fiwterer, on .which Abhinavagupta says 

q fr gTOft q sft fegf qa refa ifa nte ftr it is this last 

obsevation which Jayar elaborates. 



1 


P. 41. &ls. 143-4: The tingle-hand called KaAgula^ sometimes 
Khahgula also. The word KOngula or Khahgula is obscure. 
Abbinavagupta gives two explanations, one of which is that, 
according to some, it means a scorpion. 

$1. 146: On the variant form of Musti and Kathakali , see fn. 
on p. 41. 

IP. 42. $ls. 148-9: Catura. See. Abhi: Bha. II. pp. 48-49. For 

in Jaya, see Abhinava- 
gupta, ibid : $33 t reydfoi st^T rj 5WT, 

1 

P. 43. SI. 156: Ardhacandra. Among its uses. Jaya gives 

1V.$. has just fa f fed . In Abhi. Bha. (II. p. 36), we read 

SI. 159 : Jaya, among uses of Agra-samdamsa, gives 

ft^nt; for this see Abhi. Bha. If. 52 : qxqpnf 

I Bharata mentions just Puspapacaya. See 
my fn. on p. 43 of the text. 

P. 44. £l. 165 : Mukula. On its uses as given be Jaya, Cf. Abhi. 

Bha. II. p. 54. 

,, Urnanabha, On its uses, Cf, Abhi. Bha. II. p. 54 ; see 
especially Bharata’s Prastara and its elucidation by Abhi- 
navagupta as and its reproduction by 

Jaya as 

,, 6l. 169 : Alapallava. Jaya on its alternate name and 

etymology: 3T3q3TJT§ ; c f- AbhL Bh5 ‘ 

II. p. 48: ftTcffgjtr: ^ 55 ; | 3T55qg*J 

Sis. 170-1 : Read in the first line here : 

* anamakaniyasyau * being a compound word, referring to 
the position of the last two fingers: For 

among its uses here, see Abhi. Bha. here (II. p. 55) where 
in Bharata is explained as I 



P. 45. &). 174 : Katakavardhamana, This whole verse on the uses- 

• ■* 

of this Hasta is after Abhi . Bha. II. *p. 58 : 

?ir^55iisuu% wn\n 

1 

t 

£l.179. On the alternate name of Kurmaka mentioned by 
Jay a here, as given by some for Kapota-hasta t see Abhi. 
Bha. N.$. IX. 130, where this is recorded as a popular 

name: fraf$Kc<4i^f>&R si&ta: i c/. also 

S.R. VII. 187. 

P. 46. $ls. 180-3 : Nisadha. See fns. on these verses on p. 46. The 
different definition of Nisadha given by Abhinavagupta 
is found in Some£vara's work : 

qqi gi^J: qa;: I 

RW’ faqsit Sim— it 

S.R. has only this definition, VII. 209-10. In some mss., as 
also in the Kail edn. (IX. 148), this defintion is given by 
Bharata for Vcrdhamana. On pp. 60,63, GOS. Vol. II fn. 3, 
and the late M.R. Kavi noted this as Kirtidhara’s reading. 
Jaya who had access to Kirtidhara and quotes from him, 
does not support M.R. Kavi. But Kumbhakarna,. 
Nrtyaratnakosa. p. 56, lends support to Kavi. 

Sis. 184-5 : Utsahga. For pose of hand and use as given by 

Jaya, see Abhi. Bha. II. p. 59. Some of the words here are 
also from Abhi. Bha. 

P. 47. i£l. 191. Alternate view of Vardhamsna. The writers referred- 
to here are not known. 

p. 48. 195 : srrfira qrc aqnspft gft; i 

This refers to N.$. t IX. 162: 

TO q^T: TOqt % a *Tl 

&!• 197 j Sfcvif^fga: Here 1 had given in the fn. reference 
to Bharata IX. 155, Ka^i edn. in connection with the bit 

I For the text of Bharata corresponding 
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4 

to the bit see N.$. IX. 161, ^cTST^KW 

tf^sqr arfgm I For the bit in Jaya, 
5 5HfTO3K|fc^%t> see ibid. IX. 154-?^*n^R%f^%; | 

P. 49. $1. 202: For verse 201 here, the reference to Bharata, N.$. IX. 
165, Ka£l edn. has been given in the fn. For the£l. 202 also 
reference may be made to ibid ; IX. 166, qjcq 

etc. As regards sf gj in Jaya here, 

see ibid. IX. 167-70, where the situations are enumerated 
in which Hast&bhinaya is not to be resorted to and only 
Sattivik&bhinaya is to be shown : ;f g^<?ff¥T«TO: 

sre zmmtsm: i 

£ls. 203-4; For readings of these 20 Kara-Karmas , see N.$. 
GOS. edn. IX. 165-8. 

JJIs. 205-6: Hasta-karana. Bharata does not define Hasta 
karma, but only gives its varieties. The definition of 
Karana in Jaya is taken from the Abhinavabharati and is a 
close metrical recast of the Abhinavabharati-wotds under N.$. 

IX. 210 (GOS. edn.):(*W$r) S55T^nf¥R*r- 

f^xi^ifpi^rr s? «r«n : etc. 

P- 50. ^1. 212: Here is another example of Jaya following Abhi- 
navagupta closely, reproducing the latter’s very words: 
On the part the facial features including the eye have to 
play during hand-movements as stated by Jaya in this verse, 
see Abhinavagupta on N.$. IX. 219 ; 

eratefe SSTT^fcftfrr I (P- GOS - JI )- 

6 l. 213 : On the 5 Hasta-pracaras given by Bharata, see N.$. 
IX. 171-2, Ka^i edn. There is another reading preserved 
in GOS. edn. and the AbhinavabhQrati mentioning Pracaras 
first as 3 and then giving them as 5 as the view of others. 
See GOS. IX. 181-2 and Abhinavagupta who identifies this 

five-fold analysis as Udbhata’s reading : 


2 



Abhinavagupta further explains that the two additional 
ones are includeJ in the three, and the view that they are 
three is proper: 

ssm:, 5 tot. £r(?) qrw qq i srarft ^qfilqqsqfsiqtsrosaT- 

^ 1 Sc4 qfqwj^q Thc reading of 

Abhinavagupta of the five according to Udbhata differs 
from the five given in the text proper in GOS. IX. 182, 
which again is different from the reading in KaSi IX. 171-2 
followed by Jaya. 

£l. 214: The identity of the writer or writers referred to 
here as q^ is not known. 

P. 51. Sis. 215-6 : The different views on the varieties of Hasta- 
pracaras, 3,5, 10 or 15: For a full statement on this 
topic, see Sarngadeva, S.R. VII. 532-537. 

Sis. 217-8 : On the extent or degree of Hastabhinaya to be 
used by different types of characters, Uttama, Madhyamd and 
Adhama , see Bharata, N.S. IX. 164 and Abhinavagupta 
thereon GOS. II. p. 167. Cf. Jaya’s lines here with the 
following in Abhi. Bhg.—m ff 1 

* * * ‘srcqlfcTtesra: V-KT:’ q^?!T^ rT5l 

fqq^Qlf fcdffn qf*5rW I (P- 68, GOS. II). 

Sis. 219 ff. For the 10 Bahu-prakaras given here, see Bharata, 
N.S. Ka$i edn. IX. 205-6. 

P. 52. SI. 223. On the six additional Bahu-varieties , see also Sarnga- 

deva, S.R. VII. 337. The author who gave these 6 additional 

% 

ones is not known. Two of these seem to be mentioned 

in N.S. IX,-221. (GOS.). 

Sis. 227-8 : Jaya’s observations on the possibility of hundreds 
of arm-varieties are just a metrical statement of the follow¬ 
ing in the Abhi. Bha. GOS. II. p. 82. 

qrgqqjihJr « 

snreirfo faTOf3TOr)qt3Rqr qqi fopq?% qqi qiTOfalft 

qRiGtsrrfltj (mfii) qFqtftqRi^, 

qiqmfj, q£q«qq | 



11 


Pp. 52-3. Sis. 229-231 : For these, see Bharata N.$. IX. Ka$i, 167-7C 
GOS. 176-9. Regarding in Jaya, verse 230, see 

the fn. reading in GOS. II. p-69, marked 7. The first line 
of verse marked 232 in Jaya goes by sense with the two 
previous lines marked.231. 

L 

P. 53. Sis. 232-4: But there is an exception in cases of Hastas 

which have natural connection to a state of emotion and 
they cannot be avoided in emotional situations. These 
verses of Jaya are based verbatim on Abhi . Bha . here 
(GOS. II. p. 69): 

* 

Si. 235: For Jaya’s statement of the reason for describing first 
the Nrtta-hasta caturaSra, see Abhi. Bhd. GOS. VI, p. 71 : 

aftfirafofgr 

where the exact words used by Jaya are found. The Nrtta- 
hastas are dealt with in Bharata in IX. 173 ff, KaSi edn.; 
183, GOS. edn. II. 

£l. 236. : The meaning of this, it was previously 

pointed out in the fn. No. 10 on p. 53, is not clear. 

It appears to me now that it refers to a straight line such as 
drawn by architects, painters or modellers of forms 
(bimbas). That it means just a straight line with the 
shoulder is clear from Abhinavagupta who uses the analogy 
of the scales of the balance : 

I GOS. II. p. 71. 

If we read * Bimbasutra’ as Brahmatutra,’ it would be much 
clearer. 

In the second line of this verse Jaya states the direction 
of the arms as I 1° fact, in Bharata and other 

later texts like S.R. the word here is I That this 
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means facing the audience and not the dancer and that 
therefore, for the dancer they will be really TCnnqi can be 

made out from Abhinavagupta's explanation here : 

oTOjpmfafa sratai siejsrat- 

GOS. II. p. 71. 

P. 54. Si. 240: The alternate name Talavrnta for Udvrtta is found 
in N.$. itself (GOS. II. ch. IX. 185). See also Abhi. Bha. 
thereon. 

£\. 241 : On Maddalavadana as one of the acts for which 
these Talamukha hands are geltures, see Abhi. Bha. II. 
p. 71, last two lines. 

&1. 245 : On the alternate view recorded here about the 
use of Svastika, Arala and Khatakasya, given by Jaya, see 
Abhi. Bha. GOS. II. p. 72, last line. 

Si. 246: Aralakhatakamukham. Regarding the way of doing 
this through Svnstika or by first doing Arala, Jaya reprodu¬ 
ces from Abhi. Bha. GOS. II. p. 72 : 

I 3RI55:, I 

' + 

■ 

SI. 247 : Jaya’s definition of Aviddhavakra, which amplifies 
Bharata, reproduces verbatim Abhi. Bha. II. GOS p. 73. 
11. 2-4. 


Pp. 54-5 Sis. 248-49 : Based on Abhi. Bha. II. p. 73, 11. 7-8. For 
Jaya’s clarification of the movement involved as 
see Abhinavagupta’s words here: 

* * era gsM: sforofe i 

P.55. SI. 254: For the alternate view of using Tripataka hands in 
Pallava, recorded by Jaya, see Abhi. Bha. II. p. 74 : 

31.256: last line, on the alternate use of Tripataka 
mentioned here, see Abhi. Bha. II. p. 75: 
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P. 56. $1. 258 : In Karihasta, Jaya’s citation of others* views as to 
the use of Khatakaraukha and La lata, see Abhi. Bha. 
II. p. 75: 

arroigim*! Brom*; n* i toki^s«w: 

%zv$t trsferi 

^1.259: ^ On this beauty 

of using together Pak$avancitaka and Paksapradyotaka, the 
statement in Jaya may be compared with Abhi. Bha. 
II. p. 76 : 

stnfqsRwi srafrrcrtaT sraefteng i 

&ls. 261-3 : The elaborate description of Dandapaksa in 
J3ya is based on Abhi. Bha. II. p. 76, last 5 lines. 

<$1. 265: For the Klrtidhara-reference here, see Introduction, 
section on that writer. Abhi. Bha. mentions this 
alternate name Cakravartanika for Urdhvamandala, but 
not KTrtidhara’s name. (GOS. II. p. 77). 

Pp. 56-7. Sis. 266-7 : Especially si. 267 is totally based on Abhi. 
Bha. 77, 11. 7-8. The reference to ‘Kecit’ in Jaya here is 
obviously to Kirtidhara. See also on this the long quotation 
on Vartanas, said to be from Kohala and quoted by Kalli- 
natha under S.R. VII. 348. There the alternate popular 
name Kaksavartana for Panlvamandala is given. (P. 67, 

Anandasrama edn.; p. 108, Adyar edn.). 

P. 57. s£l. 269 : The three lines here in Jaya are based on Abhi. 
Bha. II. p. 77. 11. 9-12 ; especially Jaya’s reference in the 
last line to the view of some which gives Hamsapaksa-hands 
in Urdhva-mandala and Padva-mandala is based on Abhi. 

Bha. here: I 

On Urovartanika as another name of Uromandala, see the 
Kohala-quotation in Kallinatha, ibid. 

£lt. 270-1 : Jaya’s detailed description of UrahparSvftrdha- 
mandalau is taken from Abhi. Bha t GOS. II. p. 78. 


Sis. 272-5 : Jaya’s long description of Mustikasvastika is 
from Abhi. Bh9. where however, Klrtidhara is not men* 
tioned by name. Cf. particularly Jdya's explanation* as to 
why Mustikasvastika is so called with the following in Abhi. 

Bha.: gfaire fewig qqfoft 

afas*. i 

< ! 

Pp 57-8. Sis. 276-9: Jaya’s detailed descriptionisfrom Abhinavagupta 

who however does not mention'here Kirtidhara or the al¬ 
ternate name Padmavartanika> But in the Kohala-quotation 
in Kalllnatba (p. 108, Adyar edn. Vol. IV), this alternate 
name as well as Klrtidhara are mentioned. Especially Jaya’s 
verses 276-7 and 279 secood line are almost the same as 
those on this topic in the Kohala-quotation. 

P. 58. Sis. 280-81 : Cf. Abhi. Bha. II. p. 79. 11. 3-4. 

In the Kohala-quotation given by Kallinatba, these verses 
in Jaya are found and the alternate name of tha Alapad- 
molbana is also given. See p. 109, Adyar edn. In 
Ananda£rama and Adyar edns. ( as well as in Kumbha’s 
Nrtyaratnakosa this alternate name is found as Chata - 
vartinaka ; but the correct name appears to be what Jaya 
has given, viz. knta-vartanika. In the Ananda£rama edn. 

(p. 678) with query and in the Adyar edn. 

(p. 109) are both incorrect; the correct reading 

here is I 

Pp. 58-9. Sis. 283-6: The additional single and double Hastas 
proposed by some ; Nikuncaka, DviSikhara, and the Nrtta- 
hasta called Varadabhaya: *. 

The first author who proposed these is not known. Several 
later texts mention these. The earliest available text other 
than Jaya’s to mention these is the S.R. where jSarngadeva 
says that some propose these and then defines them also. 
VII. 100-1 ; 283-86. 

In all the texts, S.R., S. Raja, Bharatarnava, etc. Dayana is 
given as one of the uses of Dvisikhara, and Anguli-sphota 
is taken as the second use of this: 
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etc. But that the mention of 'sleep* or ‘lying on bed * 
is incorrect can be seen if we reflect on the use of this 
double-hand in life. This is quite commonly used, parti¬ 
cularly by women, when they imprecate against one in 
anger or irritation, with the Dvi£ikharas held, not across in a 
line with the thumbs apart as they figure in some pure Nrtta 
poses, but by the side of each other with the thumbs brought 
together and the arms thrown out in front in the direction 
of the person imprecated against. Therefore Jaya’s reading 
which gives $Qpa t not Svapa , as one of the uses of Dvi$i- 
khara is the correct one. gapa was wrongly read by scribes 
as Svapa and from Svfipa, Dayana came as a synonym; 
or the form gapana might have led to Dayana. And 

forms one unitary idea, and not two ; for 

V© 

the Dvi£ikhara in this use is not static, but involves the 
action of alternately pressing the fingers of gikhara hand by 
those of the other. 

P. 59. Sis. 287 ff: 5 kinds of Vaksas See N.S. X. Kasl. gl. 1 ff. 

P. 60. gls. 294 ff: 5 kinds of Padva. See N.$. X. Ka$i. 11 ff. 

SI. 299 : Movements of the Back (Prstha) are not given by 
Bharata as they are involved in those of Chest and Sides. 
Cf. S.R, VII. 353, where however, the Prstha-movements 
are said to be unnecessary because of the abdomen-move¬ 
ments described separately. 

gg 3 i 

g m&mr- ll 

Sis. 300-1: 3 kinds of Jathara. See N $. X. Kasl. 18ff. 

/ 

„ „ 312ff: 5 Katis. See N.lS. X. 21 ff. 

P. 61. gls. 207ff: Uru-bhedas. See. N.S. X. 27ff. 

P. 62. gls. 312ff: 7 Janus. This is not given by Bharata, but SomeS- 
vara gives them. Jaya and Sarngadcva take this from 

Some£vara. 

„ gls. 316ff: 5 Janghas. See N.S. X, 34ff. 



P. 63. gls. 320fF: S other kinds of Jangha-movements according to 
others. ‘The others (pare)* refers to SomeSvara who gives 
these. As mentioned in the fn. on this on p. 63, Jaya's 
Bhramita is found as Paravrtta in Somesvara ; in the uses 
of each of these also, there is difference between SomeSvara 
and Jaya. garngadeva is closer to Somesvara, though he 
has some differences in the usage of each variety. 

i 

gl. 323 : 5 Padas. See N.$ X. Kasl. 41 ff. 

P. 64. gls. 329-30 : 10 other kinds of Pada, Tadita, Ghattita etc. 
These are given by Somesvara. See further notes on p. 65. 
But SomeSvara has only 9 ; instead of the last two in Jaya* 
the Anguli-prsthaga and Talahati, Somesvara has one Nija, 
the Svabhavika, which Jaya does not take, garngadeva who 
takes these has however only 7 of these (VIII). 113-4. To 
the earlier list of Padas which he gives as 6, and not 5, he 
adds a SucI, and omits Nija. Of these Sue! is mentioned as 
an additional Pada according to some in the Abhi. Bha. 
itself, GOS. II. p. 91 : qg TOf?cT I the text 

of the N.$. itself, verses on Sucipada are found as additional 
variants, Ka£i edn. X. 51-3, GOS. II. IX. 279-80. 

Pp. 66-7. gls. 338ff : Movements of fingers of the feet are not given 
by Bharata. Somesvara gives them. Jaya who gives 7, adds 
two more, Svabhavaja and Anangustha-yuta, not mentioned 
by Somesvara. Also Somesvara's Prasarita is given as 
Stabdha by Jaya, and Samalagna, as Angustha-yuta. See 
Notes on p. 66. The last fn. on p. 66 in Somesvara 

is to be deleted; Somesvara has not got this either as 
Svabhavaja or Nija. See also S.R. VIII. 521-4, which is 
faithful to Somesvara and gives only 5. 

m 

P. 67. gls. 342-3 : Uses for fingers of the feet unaccompanied by toe 
(Anangustha-yuta) and accompanied by toe (angustha-yuta) 
given here by Jaya are new. 

gls. 3441T. 3 Toe-movements. It is Jaya who gives specific 
treatment of this. This too is not in Bharata. Somesvara 
has some remarks on the Toe, but he gives no varieties of 
it. garngadeva like Jaya, speaks separately of it. VIJL 
524-5. 
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P. 68. &1. 2. On the grammatical derivation of the word Ciri given 
by Jaya, see Abhi. Bha. GOS, 11. p. 93,11, 1-3 wherefrom it 
is taken : g^ftg SK 

sfK g grdgs^ i 

•s 


^1. 3 : vrafer ST^ I in Jaya is a 

typical example of bow the Abhi. Bha. is used by Jaya. 
Abhinavagupta’s words explaining Carl are (GOS. II. p. 91, 
11. 5-6) : gi$r 3rPI.-1 See next in Jaya: 

sg=f» atgi firfggtg:, a SRifo g fr g a : Which is a fter Abhi- 
navagupta, 9T5T fefspfol; ^gjRhfj: I 

$1. 4: For this, see N.$. GOS. II. p. 91, <1. 281. 

£l. 5 : For this see N.$. ibid, p 92, $1. 282. In the gap in 
Jaya’s verse, a verb corresponding to ‘g 3 <f%’in N.$. should 

occur. 

/ 

gls. 6-7: Karana and Mandala. See N.$. GOS. II. 
p. 94, i\. 4. 

Pp. 68-9. Sis. 7-8 : Cf. N.S. ibid. pp. 94*5, £ls. 4, 6, 7. 

P. 70. 3ls. 16-17: On now Samapada is counted as a Carl, see 
detailed fn. on p. 70. Vema follows Jaya here. 

&1. 21. The name Musalaghatika for the Carl called Janita; 
Cf. Kumbha, NrtyaratnakoSa ( Rajasthan Puratana Grantha- 
mala) p. 122, £1. 37, where however it is wrongly printed as 
Musalapadika. Probably Musala-Ghatika is the 

correct form of the name. Jaya refers to Musalaghatika as a 
De£i-name but in the De£i-section, Jaya does not speak of 
this category of alternate De£l-names of Marga Karana 
and Carl names. 

P. 71. £l. 25 : For the alternate explanation of the movement 
Baddha, see Abhi. Bha., GOS. II. p. 97. 


P. 72. £l. 27 : On the view of some others noted here on Sakatasya, 
see Abhi. Bha. GOS. II. p. 97. 



gl. 32 : On Recita-Hasta here according to some, see Abhi. 
Bha. GOS. II. p 100 : I 

P. 73. gl. 35 : On the use of the Carl Samosaritamattalli in the case 
of ‘ moderate intoxication * ( madhyama-mada ), see Abhi. 
Bha. II. p. 101. 

gl. 38 : The Mattalli is used in full intoxication, taruna- 
mada. See Abhi. Bha. II. p 101 : in the 

printed text of Abhi. Bha. should be ‘tTR?’. 

P. 75. gl. 46 : On Sucl. Jaya incorporates matter from Abhi. Bha. % 
GOS. II. p. 103. Jaya’s text seems to be incomplete here. 

gl. 47 ; On Mrga (Harina) pluta too, Jaya does so. (Abhi 
Bha. GOS. II. p. 105). 

gl. 49: On Bhujangatrasita also, Jaya does so {Abhi. Bha. 
GOS. II. p. 135); see especially last line, explaining the 
name Bhujangatrasita. 

P. 76. gl. 53 : Jaya etc. taken verbatim from Abhi. Bha. 

GOS. II. p. 103" 

P. 77. gIs. 51-2 : Aviddhacarl. Cf. Abhi. Bha. II. p. 104. 

gl. 53 : Nupurapadika. This is close to Abhi. Bha. GOS. 
II. p. 103. 

gl. 57 : Dandapada. See Abhi. Bha. GOS. II. p. 105. 

gls. 62-65: Some essential general observations as to the way 
of executing the Carls. For these see N.$. GOS. II. pp. 106-7. 
Chs. X. 47-49 and Abhi. Bha. thereon. Regarding si. 62 

s erf Abhi. Bha. ibid. p. 106, li. 6ff. —55 

* * * * 

3RRI5 * * 

gls. 64-65: Are directly based on N.$. X. GOS. II. 48-49. 

P. 78. Si. 66: This verse is directly based on Abhi. Bha. GOS. II. 
p. 107. 11. 6-7 : ( not aS P rin ted) . g 

I If in these movements, just as the 

feet go to the ground, their ultimate rest, the hands go to 
the hip as their rest, what pose or poses do the bands take 
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when going to the hip ? The answer to this is given in these 
lines, Ardhacandra in Natya, Paksavancita or Paksaprad- 
yota in Nrtta. 

Si. 66 ff: On Sthanas. See. A T .,S. GOS. II. X. 50ff. Jaya, £1. 69, 

I See verse 70 for expansion of this 

idea. Cf. Abhi. Bha. II. p. 107: to 

fe l fe ftfo srra: I 

Pp. 80-81 : Sis. 86-92 : On Nyayas. See N.S. ibid. X. Sis. 72fF. For 
detailed discussion of these and their relation to the Vrtlls 
and the origin of the latter, see my paper on Vrttis in JOR. 
Madras. Vol. VII, pp. 42-44. 

P. 81. Si. 93 : Read the first line of this verse as follows : 

I 0n Pravicaras arising 

out of Nyayas, see A.»S. ibid. X. 74ff. 

P. 82. Si. 95, line one on the etymological explanation of PravicSra, 
see Abhi. Bha. GOS. II. p. 112, 1.4: qggf fqRra tSJ 1 

Jaya has, instead of vicitra, vi£ista for ‘vi‘. S.R. has as in 
Abhi. Bha., ‘vicitra*. 

Sis. 95*6: snpc§i; etc ' ^ ec ^ 86-8. 

Sis. 97-99 : On Sausthava see N.$. ibid, X. 89-91. 

Si. 100 : On Sausthava-laksana, see A.S’, ibid. 92-94. 

Si. 101 : Kharvata, the lowering of the body a little at the 
hips with the legs bent to form a rhombus, which is the 
basic position on which all the dance exercises are to be 
practised and which is involved in most of the poses. 

t 

P. 83. Si. 103 on Catura£ra, the perfect Slhanaka, see N. $. ibid . 
X. 94-5. 

Si. 104. For this, see Abhi. Bha. ibid. p. 115, 11. 6-7. See 
fn. on this on p. 83 of our text. 

For the Upavista-sthanakas then dealt with see N.$. Ka£i 

XIII. 195ff. GOS. XII. 2021T. See detailed reference in fn. 
here on p. 83 of our text. 
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P. 84. 6ls. 106-7 : The seated pose Yogakrta (otherwise called 
Kr&nta). See N.$. GOS. III. 205, where it is called £oka- 
upaveSana. The name Yogc-krta in Jaya is too recondite 
and is not supported by other texts. As the mss. read here 
joka, for Yoga, and at Bharata calls it &oka-upave£ana, the 
correct reading in Jaya too may be soka-krta. 

$ls. 108-9 : Ciniakrta or Madalasa. See N.$. ibid. III. , 
204-5, Sacinta-upave$ana. 

P. 85. 6l. 110: Avahittha. See N.$. ibid. III. 207-8 where however, 
the name Avahittha is not given by Bharata, but see fn. to 
this on p. 85 of our text where I have drawn attention to 
the KM and Ka€i edns. whose readings contain the idea of 
Avahittha among the uses of this Asana. 

For the further Asanas, which are lost in our text, see my 
fn. on this page. 

P. 86. £ls. 11 Iff. On Lying postures described here, see N,$. GOS. 
III. 228ff. 

P. 87. Sis. 117ff: On the Feminine postures. See N.$ Ka^I, XIII. 

158ff. GOS. XII. 16Qff. See my detailed notes here on p. 87 
of our text. 

Pp. 87-8. Sis. 120-30 : Ayata-sthana of women. The description in 
Bharata, which Jaya closely follows, is seen in words as 
close to Bharata as possible in the most beautiful picture 
of Malavika at the end of her dance drawn by Kalidasa, in 
Act. II of the Malavikagnimitra : gjjj etc. 

The following concordances of Bharata and Kalidasa will 
make this clear. Kalidasa’s : 

is after Bharata: and I 

Kalidasa’s etc ‘ * s aftcr tbe lak ?ana • 

Sir a: rendered more clearly by Jaya — 

Stpjtacft I 

Malavika's act of playing with flower on the floor with 
her toe cannot be done except with this slight lift of 



the leg required by the laksana. Finally, lest we should 
miss recognising in his miniature the Sthanaka called Ayata, 
Kalidasa ends by saying fere w fa TO | 

Here Sthita is Sthanaka : and 5 ^ and or straight 

and drawn up upper part of the body are given by Bharata 
as 33 ;; I And Ayata is the name of the 

Sthanaka. 

On the two sets of definitions for this Ayata in editions 
of Bharata and on the readings followed by Jaya, see my 
fn. on this on p. 88 of our text. If there is a change of the 
‘right’ and ‘left’ of the legs and arms in the same Ayata, 
it would be called Avahittha. From Kalidasa’s description, 
we cannot of course say, except it be on the basis of the 
word Ayata at the end, whether Kalidasa was having Ayata 
or Avahittha in mind. The situations given by Bharata as 
appropriate for Avahittha would make it suit the situation 
of Malavika better. 

P. 89. £l. 129: In respect of the third Stri'Sthanaka called A£va- 
kranta, Jaya refers here to some writers who left the pose of 
the leg unspecified, as they were in doubt. It is not possible 
to know which writer is thus referred to by Jaya here. Un¬ 
fortunately the Abhi. Bha. is lacking here. That 
Abhinavagupta’s detailed commentary was available on 
Ayata etc. is known from Ssarhgadeva who quotes him on 
Ayata (S.R. VII. 1062, Adyar edn. ifelt 

In Bharata’s text itself, there is option given for the foot- 

'll, but P robab l> Java does not refer to this 

option in Bharata, but to the doubt expressed by some 

/ 

later writers. 

P. 90. gls. 139ff: On Mandalas, see N.S, GOS. XI. Iff. KaSl. 
XII. 1 ff. 

P. 91. £1. 141. The basis of this statement in Jaya, as well as In 
garngadeva is Abhi . Bha. II. p. 119: 
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P. 98. S\s. 195-6: Cf N.S. GOS. XI. 68-9. 

P. 99. gl. 197 : Is Bharata GOS. XI. gl. 70 with just a change in 
the metre. 

P. 100. &ls. 3-4: See fns. here for the corresponding passage in 
Abhi. Bha . on which it is based. 

P. 102-3, Sis. 19-22: Cf. Abhi. Bha. GOS. I. p. 98. jgjsf 

qf^r^l See the word in Abhinavagupta and 

* n Jay a which show how close Jaya 

keeps to the Abhi. Bha. See also ibid. I. p. 109 bottom,. 
Abhinavaguputa’s citation of UpadhySya's view. 

P. 103. $ls. 24-25 : Cf. Bharata, N.$. GOS. IV. 57-8. 

P. 104. £l. 27: Talapuspapvta. For the Carl Adbyardhika here 
mentioned by Jaya, see Abhi. Bha. GOS. I. p. 97, last but 
one line. The whole of the detailed description of this 
Karana in Jaya is after Abhi. Bha. on this Karana. 

Sis. 33-34 : Kranta. See Abhi. Bha. I. p. 120. Abhinava¬ 
gupta is closely followed. 

Pp. 104-5. Sis. 35-6 : Chinna. See Abhi. Bha. I. p. 118. On Anga- 
pratisarana and Talabhanjana as two of its uses, see Abhi. 
Bha. I. p. 118. 

P. 105. Sis. 37-9 : Samanakha. Jaya is very close to Abhi. Bha. 
here. See fns here. 

P. 106. Sis. 40-1 : Ancita. See Abhi. Bha. I. p. 110. 

£ls. 42-44 : Sakatasya. See Abhi. Bha. I. p. 139 ; and my 

r 

fn. on this. 

P. 107. &ls. 45-6 : Katiechinna. See Abhi. Bha. I. p. 138, 104 ; 
also my fn. on this in the text. 
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$1. 47 : Udghattita. See Abhi. Bhs. I. p. 138. For 'Utsava- 
nandanrtte’ in Jaya, see 'Pramodavi$ayametai' in Abhi. 

Bha. 

P. 107-8. 3ls. 48-51 : Nikuttaka. See my fn. here. See Abhi. Bha. 
I. p. 103. 

P. 108. &ls. 52-53 : Lalita. See Abhi. Bha. I. p. 114. For Jaya 

5Tf%55I5T*lt:, 8ee Abhi. Bha. 

» «w 55%% stut 

£l. 54: Valita See Abhi. Bha. I. p. 113. 

$1. 55: Lina. See Abhi. Bha. I. p. 101. 

P. 109. &l. 56 : Skhalita. Closely follows Abhi. Bha. I. p. 132. The 
first word in the first line here in Jaya should be 

*v 

Si. 27: Cakramandala. See Abhi. Bha. 1. p. 121. 

• • * 

Si. 58 : Nivesa. See Abhi. Bha. I. p. 136. Jaya takes the 
use for this Gajavahane from Abhi. Bha. * Gajavahana- 
divisaye. 

Sis. 59-60 : Svastika. See Abhi. Bha. I. p. 106. See my not e 
here. The use for this mentioned by Jaya is from Abhi. 
Bha. 

P. 110. Si. 61 : Sucl. Cf. Bharata IV. 137. The further details of 
hastas etc. for this could be taken from IV. 138, Ardha- 
suci and Abhi. Bha. thereon. See also Introduction p. 105. 
The condition that the bent and raised leg, when it is 
brought down, should not touch the ground, is not pre¬ 
served later. The Sangitamuktavall does not mention it. 
It is perhaps because of this that the sculpture also does not 
preserve this condition. 

In fact, there seems to have been a persistent tradition 
that in Suci-pada, the ground must be touched. In a verse 
additionally read by some mss., Bharata's N.$. itself (IX. 
279-80, GOS. II.) gives this version of the Suci-pada. 

STTO* II 
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g|. 62: Suclviddha. J5ya follows closely Abhi. Bhs. 
(I. p. 130). 

SI. 63 : Ardhasuci. Cf. Abhi . Bha, I. p. 129. 

* 

Sis. 64-66 : Vaksahsvastika. In 64 second line Jaya's text may 
as well read 3qnT3<$iiivETOT Abhi. Bha. I. p. 105. The 
whole of the detailed description of this Karana in Jaya 
is taken from Abhinavagupta; also the application 

gs aiggramteRs i 

£l. 67 : Unmatta. See Abhi. Bha. I. p. 106. 

Jaya. Cf. Abhi. Bhs.— 

Sflfri: I 

P, 111. Sis. 68-69 : Ardharecita. For Jaya’s description of the 
Karana and its application, see Abhi. Bhs. I. p. 105. 

£ls- 70-72 ; Argala. Cf. Abhi. Bha. I. p. 122-3 wherefrom Jaya 
takes his elaborate description. For £1. 72 line 1, its appli¬ 
cation in Jaya, see Abhi. Bha.—qfttfft %cf^f?^rPjTrTfar 

I 

Pp. 111-2. Sis. 74-5: Ardhasvastika. Cf. Abhi. Bha. I. p. 110. Abhi¬ 
navagupta refers here to some writers (%fer0 reading 

as y fcgtyf and from Jaya we learn this as a 

reference to Klrtidhara, Bhatta Tandu and their followers. 

• • • > 

The interpretation of Katihasta as Ardhacandra or Paksa- 
pradyotaka or Paksavancitaka in Jaya is also taken from 
Abhi. Bha . 

P. 112. £ls. 77-9 : Avarta. For £1». 77 and 78 first line. See Abhi. 
Bha. I. p. 123. 

Pp. 112-3 : Sis. 80-85 : Prsthasvastika, Cf. Abhi. Bha. I. pp. 106-7. 

Pp 113-4, gls. 86-91 i Vartita. See fn. on this page. Cf. Abhi. Bha. 
I. p. 99. See esp. £1. 89 which is after Abhi. Bha. 

aa gf?Ri *fcrcsfoa: i 

On the Pada appropriate to this, Jaya's record of the views 
of Muni, other Acaryas and others is taken from Abhi. 
Bha. 
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P. 114. $!. 92 : Bhujangancita. Cf. Bharata IV. 101 (GOS). 

^Is. 93-4: Vijkambha. The elaboration of it in verse 94 
is taken from Abhi. Bha. I. pp. 137-8. 

Sis. 95-6 : Viksipta. Cf. Abhi. Bha. I. p. 123. 

P 1 n ^ recita. ^)n its Car!, hasta etc. and use, Cf. 

Abhi. BhS. I. p. 117. 

Sis. 98-9 : Ardhamattalli. For the matters in £1. 98 and 
next line, see Abhi. Bha. I. p. 112. 

Sis. 100-1 : Mattalli. Cf. Abhi. Bha. 1. p. 112, especially 

in Abhinavagupta and 

Jaya: falfa S^STI 

$ls. 102-3 : Madaskalita. Cf. Abhi Bha. I. p. 137. 

P. 116 Sis. 104-5 : Lolita. Cf. Abhi. Bha. I. p. 131. 

SI. 106: Prenkholita. Cf. Abhi. Bha. I. p. 132. 

$ls. 107-8 : Nitamba. Cf. Abhi. Bha. I. p. 132. 

,, 109-110 : Ordhvajanu. Cf. Abhi. Bha. I. p. 111. 

P. 117. ,, 111-2 : Parsvanikuttaka. Cf Abhi Bha. I. p. 119. 

$1. 113; Par^vakranta: Cf. Abhi. Bha. 1. p. 125, where¬ 
from the application too (Bhlma’s parikrama) is taken by 
Jaya. 

$1,115: Apakranta. Cf. Abhi. BhS. I. p. 130. 

Pp. 117-8. $ls. 116-118 : Nikuncita. Cf. Abhi. BhS. I. p. 111. Abhi¬ 
navagupta refers the alternate view to ‘Anye' which also 
Jaya records. 

P. 118. $1. 119 ; Vidyudbhranta. Cf. Abhi. BhS. I. p, 125. 

$ls. 120-2 : Katibhranta. Cf. Abhi. Bha. I. pp. 117-8. 

$1. 123 : Uromandala. Cf. Abhi. BhS. I. pp. 121-2. 

Pp. 118-9: $ls. 124-5: Sannata. Cf. Abhi. Bha I. j>. 1?9, 


4 



P. 119. gls. 126-7 : Vinivrtta. Cf. Abhi. Bhs. I. p. 124. 

in our text, it strikes me now, should read 

SRgTfTStarare&l: in view of Abhinavagupta : feqftqqRqpi 
etc. 

gl. 129: Nivrtta. This is found as Vivrtta in N.$. and 
Abhi . Bha. 

gls. 130-1 : Apaviddha. Cf. Abhi. Bhs. I. p. 100. Jaya’s 
detailed description is taken from Abhinavagupta. 

P. 120. gls. 132-3 : Garudapluta. Cf. Abhi. Bha. I. p. 127. 
gl. 134 : Lalatatilaka. Cf. Abhi. Bha. I. p. 127. 

,, 132 : Dolapada. Cf. Abhi. Bha. I. pp. 123-4. 
gls. 136-8 : Talavilasita. Cf. Abhi. Bha. I. p. 122. 

Pp. 120-1. Sis. 139-40 : Talasamsphotita. Cf. A! hi, Bha. I. p. 127. 

P. 121. gl. 141 : Dandapaksa. Cf. Abhi. Blia. 1. p. 114. 

gls. 142-4 : Aksiptarccita. Cf Abhi. Bha. I. p. 109. Note the 
viniyoga especially reproduced by Jaya from Abhi. Bha. 
where the GOS. text ft fft should be cor¬ 
rected into 

gl. 145: Janita. Cf. Abhi. Bha. I. p. 135. 
gls. 146-7: Upasrta. Cf. Abhi. Bha. I. p. 134. 

P. 122. gl. 148 : Udvrtta. Cf. Abhi. Bha. I. p. 134. 

gls. 149-150 : Avahittha, Cf. Abhi. Bha. 1. p. 135. Abhinava- 

gupta’s reference here to 4 Anye\ others, giving Avahittha as 
the 'Kara* in this, is identified by Jaya as a reference to 
Bhatta Tandu. , 

• » t ■ 

gls. 151-3 : NiSumbhita. Cf Abhi. Bhs. 1. p. 125. As shown 
in the fn. here, Ancita in the opening of the text, so far as 
the Pada is concerned, should be Kuncita. See Abhi. BhS. 

| Kirtidhara’s view on this cited by Jaya is not 

referred to by Abhinavagupta but Jaya’s mention of the 
view of some others (Kecit) giving VrScika-pada here is 
found in Abhinavagupta, 
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Pp. 123-4. £ls. 154-7 : Viksiptaksipta. Cf. Abhi. Bha. I. p. 10$, and 
my elaborate note on this in Jaya’s text (pp. 123-4 above). 

* n dbhi. Bha. should be corrected into 

See also ibid. p. 96. 

P. 124. £ls. 158-9 : Aksipta. Cf Abhi. Bha. 1. p. 122. 

Si. 160 : Bhujangatrastarecita. Cf. Abhi. Bha. I. p. 114. 

Sis. 161-2 : Mandalasvastika. Cf. Abhi. Bha. I. pp. 102-3. In 
the fn. on p. 123 of Jaya’s text, I have remarked that in the 
Abhi. Bha. text at the place mentioning the viniyoga, there 
is corruption. I think it can be restored as 

which however is a use different from what Jaya 
and Sarngadeva mention. 

P. 125. Sis. 163-5 : Dandapada. Cf. Abhi. Bha. I. p. 131. 

Si. 166 : Padapaviddhaka. Cf. Abhi. Bha. I. p. 113. 

Si. 167 : Bhujangatrasita. Cf Ahbi. Bha. 1. pp. 110-1. 

Si. 168 / Visnukranta. Cf. Abhi. Bha. I. p. 137. The reading 

for the uplifted leg :s supported by N.$. and 

SR. but the reading will also suit, as the 

lifted leg is stretched out upwards in air. 

P. 126, Sis. 169-171 : Svastikarecita Cf. Abhi. Bha. I. pp. 101-2. 

Jsl. 172 : Elakakrldita. Cj. Abhi. Bha. I. p. 136. 

Sis. 173-4 : Sambhranta. Cf. Abhi. Bha. I. p. 137. 

Pp. 126-7. Sis. 175-7 : Simhakarsita. Cf Abhi. Bha. I. p. 134. 

/ 

P. 127. Sis. 178-9 : Sarpita. Cf. Abhi. Bha. 1. p. 131. See also my fn. 
under this Karana in the present text. 

gls. 180-1 : Nagapasarpita. Cf. Abhi. Bha, I. p. 139. 

Pp. 127-8. Sis. 182-4: Pinsvajanu. Cj. Abhi. Bha. I. p. 128. The 
difference in the description of these in the texts, referred 
to by Jaya, is reflected in sculpture. 
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P. 128. Si. 185 : VrScikarecita. Cf. Abhf. Bha. I. p. 118, 

Si. 186 : LatavrScika. Cf, Abhi, Bha. I. p. 118. 

P. 129. <§1. 187 : VaiSakharecita. Cf. Abhi. Bha. I. p. 115. 

Si. 188 : Harinapluta. Cf. Abhi. Bha. I. p. 131. 

£ls. 189-90 : Diksvastika. Cf. Abhi. Bha. I. p. 107. 

Si. 191 : Gajakrldita. Cf. Abhi. Bha. I. p. 126. 

Si. 192 : Catura. Cf. Abhi. Bha. I. p. 116. Here the mss. of 
Jaya read in the second line fsre: | It would be 

proper to read this as i 

Sis. 193-5 : Katisama. Cf. Abhi. Bha. I. pp. 108-9. 

Si. 196 : Mayuralalita. Cf. Abhi. Bha. I. p. 130. 

Sis 197-9 : Alata. Cf. Abhi. Bha. I. pp. 107-8. 

P. 131. Sis. 200-1 : Simhaviktidita. Cf. Abhi. Bha. I. p. 133. The 
Urnanabha given by Jaya for one hand is not found in 
Abhi. Bhct. or S.B. 

Si. 202 : Kuncita. Cf. Abhi. Bha. I. p. 121. 

Si. 203 : VrScika. Cf. Abhi. Bha. I. p. 119. 

Sis. 204-5: Vyamsita. Cf. Abhi. Bha. I. p. 119. 

Pp. 131-2. gls. 206-7 : Parivrtta. Cf. Abhi. [Bha. I: p. 128. 

P. 132. il. 208 : Vivartita. Cf. Abhi. Bha. p. 126. 

* 

&1. 209: Recitanikuttita. Cf. Abhi. Bha. I. p. 112. 
j>ls. 210-11 : Urudvrtta. Cf. Abhi. Bha. I. p. 136. 

5 >ls. 212-3: Vrscikakuttita. Cf. Abhi. Bha. I. p. 117. 

Pp. 132-3. Slls. 214-5: Talasanghattita. Cf. Abhi. Bha. I. p. 135. 

P. 133. Sis. 216-9 ; Gandasucl. Cf. Abhi. Bha. I. pp. 127-8. 

£l. 221 : Bhramara. Cf. Abhi. Bha. I. pp. 112-3. 



Pp. 133*4. Sis. 222-3 : Nupura. Cf. Abhi. Bha. I. p. 115. Jaya says 
here that Recita-latas are to be used in this according 
to Kirtidhara; but actually, Bharata himself gives 
Recita-latas in this. 

P. 134. Sis. 224-6 : Ghurnita. Cf. Abhi. Bha. I. p. 133. The Svastika 
which Kirtidhara, according to Jaya, gives for this, is seen 
in the Tanjore sculpture. See Introduction p. 95. 

Sis. 227-8 : Vrsabhakrldita. Cf. Abhi. Bha. I. p. 138. 

£l. 229 ; Karihasta. Cf. Abhi. Bha. I. p. 133. 

Pp. 134-5. Sis. 233-2 : Prasarpita. Cj. Abhi. Bha. I. p. 133. In si. 231 
here, ^- 33 % with query seems to be For 'Matta* as 

a use, see S R. VII. 709. 

P. 135. Sis. 233- 4 : Valitoru. Cf. Abhi. Bha. I. p. 99, 

Sis. 235-6; Grdhravalina. Cf. Abhi. Bha. I. p. 128. 

* - 

P. 136. gls. 237-9 : Ardhanikuttaka. Cf. Abhi. Bha. I. p. 104. The 
reference to &ankuka in Jaya is taken from Abhi. Bha. On 
Jaya’s help in purifying the corrupt text of Abhi. Bha., see 
my paper in the Adyar Library Bulletin ; XVIII. pts. 3-4, 
pp. 196-209, particularly pp 199-2C0 where corruptions in 
this passage regarding Ardhanikutt aka are discussed. 

Regarding the reference to Muni in Jaya here, see Abhi. 
Bha., explanation as to why instead of saying *Ala- 
pallava’ which is the hasta heie, Bharata said *Ancita’: 

[Ancita has the variant Kuncita] 1 his Jaya turns into verse 

gls. 240-1 : Gahgavatarana. Cf. Abhi. Bha. I. pp. 139-40. 

P. 137 ff. Sis. 246fif. Angaharas. Attention is drawn to my detailed 
footnotes at several places in this section, where the corres¬ 
ponding portions and passages of the Abhi. Bha. are 

mentioned. 
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P. 139. S'ls. 255-259. On the classification of Angaharas as Caturaiira- 
mana and TryaSra-mana, see Abhi. Bha. I. p. 164. 

Pp. 140-1. Sis. 265-7 : What Jaya says here in these two verses is 
based on Abhinavagupta’s comments on the Angahara 
Parivrttarecita ( Abhi . Bha. I. p. 153) where Abhinavagupta 
says while explaining Bharata's words: 

that the general principle to be followed in 
performing all Angaharas is that all the constituent Karanas 
of an Angahara except the last two are to be done facing all 
the four quarters but when finishing the Angahara, the 
last two Karanas should be done facing the audience. 

sOTifa i 

SlfHI JglgOTTOK?1) ^015^ i 

P. 146. Fn. last line. The Abhi. Bha. I. page number should 
read 16*2. 

Pp. 147-8. Sis. 307-14: Aksiptarecita, particularly £ls. 313-4. See 
Abhi Bha. I. pp. 160-1. 

P. 151. Si- 335 : See Abhi. Bha. I. p. 149. The reference to 'qV 
is taken from Abhi. Bha. 

P. 154. Si. 360: The fn. reading is better. 

P. 155. Sis. 365-6: Kati-recita. The definition given with ‘Kecit’ is 
not in the Abhi. Bha. ; it is seen in the S.R. VII. 895; see 
Introduction pp. 73-7 on evidences of Jaya ’6 knowledge 
of S.R. 

Pp. 155-7. Sis. 367 ff. Recakas See my detailed fns. here. In Abhi. 
Bha. I. (1st edn. p. 165. 1 . 7 ; 2 nd edn. p. 153. 1 . 7.) the GOS. 
edn. reads, this should be ^ 3 ^ a reading 

relegated tofn. ; for in Jaya, we have in the corresponding 
place 3T$rrer supporting ^ 33^1 

P. 158. SI. 6 . g should be read as | 

P. ICO. SI. 15: Below, in definition, the names are read Parsnipar- 
svagata and EkajSnunata. p. (162) sis. 33-4. 

P. 162. &l. 36: Read 




P. 165. Si. 56: The ‘others* who called 'Lankadahancita’ by the 
name ‘Uroncita’ are not known they are not Somesvara, 
SarngaJeva or Parsvadeva. 

P. 166. SI. 63. Alaga — The correct text here is not 

qp as printed in S.R . VII. 760 (Adyar edn.) Cf. 
Somesvara : 

P. 167. Si. 67 : LohadI — S.R. calls Lohadi (Prakrt). Luthita in 
Sanskrit. In Somesvara, the mss. read also Lotita. 

P. 168. Si. 78 : On the alternate name of Kapalasparsana referred 
to here, see my fn. at that place. 

Si. 79 : On the alternate name Nataprstha, see S.R. VIII. 
774 and mv footnote on p. 168. 

Pp. 168-9. Sis. 81-2 : Matsyakarana. See S.R. VJ1. 769-70 (Adyar), 
brief description. 

P. 169. Sis. 84ff : The descriptions of the Bhramarls here are more 
detailed than in S.R. and S S.S. 

Si. 87: ‘Pare’ here. Cf S.R. VII. 775-6. 

P. 172. Sis. 101-5 : Other mixed varieties and their number. Cf. the 
brief reference to them in S.R. VII. 788-9, (Adyar). 

Si. 106 sr. Read tg g. 

P. 173 Sis. Iff: DeSlpadas. Ch. VI. Cf. S.R » VII. 908ff, where 
S&rngadeva deals with them under Deft-Bhauma-caris. See 
further fn. on p. 173, in our text. The descriptions in the 
three texts, Jaya, Sarngadeva and Parsvadeva have 
close parallels; see especially the rdescription of Pravrta, 
and the characterisation of this in the three , 

ifef&RFWl; ireTOTOftoffR; and 

gl. 4 : Ullala. In S.R. this is found as Ullola, but in S.S.S, 
Ullala as in our text. The total number of De&padqii in 
S.S.S. , exceed very much the number given in our text; in 
S.R. of course, they are likewise more numerous as they 
are dealt with under the Pe£i-c$r!s. In both $.R. and S.S S , 
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these include several whose names occur also under the 
classical Carls and Karanas. In fact, as Jaya himself says 
below, other varieties of Padas or actions of the feet are 
given under Carls of the two classes, Bhauma and 
AkaSika (p. 18 ff. sl. 59ff). 

P. 174. &ls. 14ff: The Pitas numbering twentyeight, dealt with here, 
are not found in this manner, in one set or under a single 
heading in the S.R. ,; but single Patas here could be found 
in different places in S.R. Thus Urutadita is found in S.R. 
under Bhauma De£i Carl; Udvrtta occurs in several con- 
texts; so also Alagu, mentioned among De£l Karanas. 
Alaga-pata occurs also as part of the Peranl-dance. Trikona, 
Catuskona and a variety of Luthita are to be seen among the 
twentyfive kinds of striking of the floor by the feet, Kuttana, 
called Madhupas quoted, as from Kohala, by Kallinatba 
under S.R. VII. 1017 (Adyar edn. pp. 313ff). One of the 
later works to give these Patas as found in Jaya is. as 
pointed out in our fn. on p. 174, the SahgitacintSmarti of 
Verna. 

P.175. Sl. 15 : Brfir; | The first class of Patas is eight kinds of 

Tadita enumerated in this verse From the definition which 
follows, it is to be understood that this word Tribhih stands 

W 9 

for the variety called Vi-tadita; actually, as all the three — 
Anguliprstha, Parsni and Tala, are involved in this, it is 
mentioned in enumeration as (rTl feft T f J | 

P. 176. £l. 23 : After this, the numbering of verses, owing to a print¬ 
ing mistake, has gone wrong ; 27 which follows should be 
24. There is no gap in the text here. 

P. 178. &1. 42. Read the name as Talodghattiia. 

P. 181. Sis. 59-60CF : Cf. the note above on the Oe^i-padas and De$i- 
patas. The S.R. adopts this method of dealing with the 
topic of Desi-varieties of foct-work, all under the head of 
Desi-Caris of the two varieties, Bhauma and Aka£ika. 
While the S.R. gives only 25, Jaya gives 26, of the Bhauma 
class; and with the exception of the first, the Samanakha in 
Jaya, all the 25 of Jaya’s list are found in S.R.' s 35. The 
remaining ones in S.R. are, as already pointed out, given by 
Jaya under Pada-varieties dealt with earlier. Samanakha, 



the first in Jaya occurs under the Bhauma-Carls of the old 
classical list and appears as Samapada-Kuttita under the 
Kuttitas or Madhupas cited by Kallinatha. 

P. 183. SI. 73 : Sakati. Same definition in Some£vara, but the name 
of the Carl given there is Katara 

Desl-Caris of the AkaSika variety are given in S.R. as 19; 
of these Jaya has 14 under his own list of Akasika-desi- 
carls, the rest under the earlier described Pada-varieties. 

P. 186. &1. 100 : In the Dandapada-definition after the word qissfcror* 
fcrcq the word is understood in print should 

read as 3;^ | It is significant to note that Jaya gives this 

as his own idea of Dandapada. The fir^t definition of 
Dandapada in the previous verse 99 is the same as in S.R. 
Vir 1006-7 (Adyar). 

Pp. 189-190. Sis. 123-128 : For &austbava r Sthapana, Rekha and 
Dala, see S S.S., pp. 71-2. On Rekha, see also S.R. VII. 
1216. On some of these Desi-lasyangas as mentioned in the 
Panditaradhyacarita and Basavapurana, see Introduction, 
pp. 21-2, 29. 

P. 190. ^ls. 129*30 : Calavali. Cf. S.R. VII. 1207-9 (Adyar) with 
which Jaya agrees closely. S.R. gives the second as Cali- 
vada. 

g|. 132:Lali. Two definitions of this DesMasyanga are 
given by Jaya, £ls. 131-132. Of these the first is as found in 
S.S.S. and the second agrees mostly with that found in S.R. 
which gives it as Iadhi. 

P. 191, &1. 133. Trkani : See S.S S. p. 71, *ls. 199-200, where it is 
printed as Tukali. In Somanatha’s Basavapurana, this 
occurs as Dhukali; see Introduction p. 29 and fn.l. 

SI 134 : Ullasa. See S.S.S p. 72. Sis. 210-1. 

$1. 135 : Sukulasa. Not in S.R. <?r S.S.S, 
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2 >|. 1 36: Urohgana. Cf. S.R. VIL 1211-2 with which Jaya 
agrees. Fn. quotation from 5*. Cint., 3rd line, jj-stj may be 

read as 

P. 192. £l. 137 : Bhava. S.S.S. p. 71, gls. 198-9 ; in s s S - hcre 
should be | Probably Manah, an anga given in S.R. 
(VIII. 1215), may be same as Bhava. 

$1. 138. Tharahara. Same in S.S.S . p. 72. gls. 209-210. 

$1. 139 : Kittu. See S.S.S. p. 72, Sis. 208-9. 

5 >I. 140: DeSftara. Not in S.R. or S.S.S. 

SI. 141 : Nijapana Somanatha gives it as Nijavani; see above 
Introduction p. 27. 

P. 193. SI. 142: Dillayl. See S.S.S. p. 72, sis. 206-7. 

SI. 143 : Lavani. This is found as Tavani in S.S.S. p. 72, £ls. 
207-8. in S.S.S. here should be But Somanatha 

gives a Lavani and a Tbevani separately. See above 
Introduction, p. 27. 

SI. 144 : Gitavadyata. Not in S.R. or S.S.S. 

£ls. 145-6 : Abhinaya „ „ ,, 

P. 194. $1. 147: Laya „ ,, 

* 

&1. 14S : Komalika. Not in S.R. or S.S.S. 

i 

^1. 149 : Oyara. Found in S.R. but conceived differently 
there. 

£l. 150 : Aniki. Not in S.R. or S.S.S. 

P. 195. g|. 151 : Angahara. See S.R, VII. 1213. 

$1,152 ; Manodharma. Not in S.R, of S.S,S, 
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SI. 153 : Anga, Ananga. Sec S.S.S. p.72. 61. 205. 

&1. 154 : Vivartana. S tt S.S.S. 72. $ls. 211-2. 

&1. 155 : Jhanka. See S.S.S. pp. 71-2. sis. 201-2. 

SI. 156 : Mukharasa. See -S.S.S'. p. 71. sis. 194-5. 

P. 196. $1. 157 : Theva. See S.S.S. p. 72. $ls. 202-3, where it it 
printed as Reva. 

$1. 158 : Vihasl. See S.R. VII. 1214-5. 

Sis. 159-60: Dhasaka. See S.R. VII. 1212. 

gls. 161-162 : Tala and Vitala. Not in S.R. or S.S.S. 

&l. 163: Rasavrtti. Not in S.R. or S.S.S. 

*U 

P. 197. Si. 164 : Masrnata „ „ ,, 

Si. 165 : Anumana. See S.S.S. p. 71, Sis. 200-1 
{Jl. 166 : Pramana. „ 

{>1. 167 : Langhita. Not in S.R. or S.S.S. 

Si- 168: Amsagati. ,, ,, ,, 

Si 169: Susandhi. ,, „ 

P.198. $1. 170 : Padapata. „ „ 

gl. 171 : Gatistha. „ „ „ 

Sis. 172-3 : Candana ,, „ ,, but in S.S.S. is spoken 

of under Vadya : see p. 53 ; also in S.R., Vadya ck.; where 
it is given as a Vadyaprabandha VI. 986-8. 

In the S.R. a Desi-lasyanga called Suka is given, which is 
not traceable in Jaya or S.S.S. It relates to the graceful 
rhythmical movement of the ears. 

P. 201. gl. 189: The emendation. 513$. This may be qjgj meaning 
‘side’. Cf. the same p. 231, ill. 177, vajavadya. 
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P. 203. SI. 5 : Dundika and Sthuna. The staff placed between two 
posts, holding which practice is done. See below £ls. 8-10. 

$1. 7 : Ardhoruka is half-drawer. &rama is exercise. See also 
below si. 13. 

P. 204. SI. 12: Vaktra-vadya means oral recitation of rhythm- 
syllables, Sol (South Indian) Bol (North Indian). 

P. 206. SI. 25 : Putila ; S. Saramrta reading Kutila. Cf. S.R. VIII. 
1257 (Adyar), Kutila as the name of the best type of 
Sampradaya or Mela (the orchestra or supporting 
musicians). 

SI. 27 : Malapa an instrumental composition, vadya - 
prabhandha', see S R. VI. 992-995. A section of the composi¬ 
tion is set with rhythm-syllables ‘Taddhi’ etc. Ahga 
mentioned after this Is Malapanga, a composition in which 
Malapa has been made part. See S.R. VI, following lines 
995-6. Pata is the rhythmic syllables embodying or signi¬ 
fying the sounds emanating from the percussion instruments. 
They are Taka-Takita, Thom etc. See S.R. VI, Tala ch., 
£ls. 851 ff. These are mentioned by Bharata also, not with 
this name Pata, but for the same purpose of instrumenta¬ 
tion (^uska-vadya or nirgita vadya) and dance; they are 
called by him Vadyaksaras and are dealt with in N.S. (Kasl 
edn.) ch. 32, after si. 39. In fact Jaya himself uses the old 
Bharata-term J>uska-vadya in the next line and subsequently 
too. 

SI. 29 : Mattena Cf. S.S.S. p. 74, Dhruva Mattasca etc. 
Refers to the Tala Mathya ; but this part of Jaya’s text has 
different readings ; the Saramrta-citation reading ‘Arthena’ 
would imply an actual song at the beginning, before the 
pure instrumentation, &uskavadya. 

P. 207. SI. 31 : On Buddha Paddhati which is mentioned here as set 
forth by Matanga, Cf. S.R. VII. 1260-72 (Adyar). 


Si- 32: Varnasvara. A composition. See Prabandha ch. of 
S.R . and other works. Saramrta has it as Varnasara. 
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Sl* 34 : From here different Desi dances are described. On 
these see Introduction. First the Prerani dancer and dance 
are described. Cf. S.R. VII. 1301ff. 

gl. 35 : Pancanga-kuSala: Refer to the five constituents of 
Peranl described below, sis. 4?ff. Because of the five angas, 
Peranl is called PancamSi by Somanatha. See Introduction, 

p. 21. 

P. 208. SI. 43 : The five angas of Peranl-Nrtta, Kaivara, Gharghara, 
Vikata, Gita. The enumeration of Jaya follows S.S.S. p. 

72. $1. 214. Vagada in S.S.S. is Prakrt of Vikata. 

P. 2>9. Sl- 45: Kaivara. Prakrta form of Kavicara. Cf. S.R. VII, 

1303. It is the poetic panegyric on the patron. 

gls. 46ff. Gharghara. The bells worn by the Preranl-dancer 
on his shanks. See above the description of his make-up. 

Pp. 209-210: SI. 46ff : Gharghara. On its angas, see my fn. on p. 

209. The following table shows the slight difference in the 
names of these angas, which is not an unusual feature in 
respect of Prakrt terms like these : 


Jaya S.R. 

1. Cavada 2. Capaiapa. 


- 

The reading Apadapa 
in S.R (Adyar) and 
Simhabhupala*s com¬ 
mentary does not seem 
to be correct. 

2. Padivada 
• • 

1. Padivata 
• • 

/ 

3. Rundha 

Not in S.R. 

4. Siribhira 

5. Sirihara 

5. Khaluhula 

6 . Khaluhula 

6 . Alagnapata 

4. Al.igapata 

7. SiripitI 

3. Siripata 



P. 210. SI* 55 : Sadanye padabhedah. See my fn. on that page. 

P. 211. gls. 56-7 : Vikata. Comic dance. See S.S.S. p. 73, i\. 218, 
where it is called Vagada. See Jaya's reference to this 

Prakrt form of the name. Another Prakrt form of 
• • 

the name given by Somanatha is Vedayata ; see 
Introduction. 

a 

Bhandikanam prasiddhitah. The Bhandika is the dialect 
in which Bhoja and Somesvara gave the technical terms 
of music and dance. Cf. S.S.S. p. 5. 

I There are mss. of two works on 

the grammar of this language in the Sarasvati Mahal 
Library, Tanjore (mss. nos. 5944-9). 

Of these five Aiigas of the Perani, which have the same 
names in Jaya and S.S.S., S.R. gives Nrtta as Visama, and 
Vikata as Bhavasraya. 

SI. 69. Paisara. This is given also as Vaisara ; S.S.S. has 
Vesara and SR Paisara. 

Sis. 59ff: Peranlpaddhati. Cf. S.R * VII. 13l6ff. 

Samahasta, Rigoni, Pada, Paisara, Yati, Upasama,-these are 
Vadya-prabandhas. See S.R. Vadya ch., Vlth,sls. 945-950. 
On Samahasta alone see S.S.S. p. 53, 31s. 247-8. The order 
of the items of Peranl-performance set forth by Jaya is the 
same as given in S.S.S. p. 73 si. 221ff. 

P.212. SI. 62: Antara, a Vadya-prabandha. Cf. S.S.S. p. 73, 
si. 223. 

P. 213. Sis. 69ff. Desi-paddhati of Perani. Some of these are found 
in S.S.S. p. 73, £Is. 222CF., Tuduka (Tunduka in Jaya), 
Jhenkara, etc. 

P. 214. &ls. 74-5: On the dance-item called Puspanjali described 
here as part of the De^i-paddhati, see S.S.S. p. ^5 to which 
Jaya’s text is very close here. See my fn. and quotation 
from S.S.S. on this page. 





The term in 51. 75, first line ma y be Antara or 

Antari or Antari; it is found in all these forms in S.S.S. 
(pp. 54, 55) as the name of a set interim instrumentation 
coming in between a regular song and an instrumental 
composition. See especially p. 54, si. 157. In S.R., it is 
given in the simple form Antarah in masculine ; see Vidya- 
prabandhas, ch. VI. 947 and 1000 (Adyar). 

P. 215. gls. 77-9 : Preksana or Prenkhana ; also found in texts as 

• • • 

Pekkhana Cf. S S.S. p. 73. Sis. 223-4, where the order of the 
music and instrumentation of this dance are given by 
ParSvadeva ; Jaya follows this. 

Pp. 215-6. &ls. 80-83: Jaya .describes here two styles, the Suddha 
and Chayalag.', of the music and instrumental framework 
of the da. ce ; Parsvadeva mentions this in sis. 227-234, 
beginning with WHtegsTT and 

ending j%ir | 

mil i 


P. 216. £ls. 84ff. The Rasaka-dance is described here. On Plndl, 
J>rnkhala, Bhedj a. Lata, see N.S. IV, 29 4-5. fGOS. I.); 
also see Bhoja's irrigat'd Prakasa (1963) p. 562 for almost 
identical lines. 

P. 218. gls. 98-9 : Carcarl, spring dance. See Introduction. 

£ls. 101 if. Dandarasaka. Cf. S.S S. p. 74, £ls. 242ff. 

• • ^ * 

&l. 108ff. 6ivapriya .Phaninah: The Konas or sounding 
metal rods in the hands of the dancers fare of the form 
of serpents, i.e. curved body and with a hood-like round 
head. 

&l. 109. Kirikiti-karam. Kirikiti is the rhythm-instrument 

of the above given description. It is also called &ukti. 
Sukti is the metal base on which, by the action of the 
Kirikiti-rod, the rhythm sounds are produced. See S s R. 
VI. 1198-1201 (Adyar). 



P. 224. $1. 134: Dohaka in Carana-nrtya is the name of the *ong 
after its metre, Dodhaka (Sanskiit). 

P. 227. Sis. 147ff: Kollata-nartana. Cf. SR. VII. 1330-1, 
Kolhatika. See Introduction. 

9 

P. 229 Sis. 161-4: These verses end with a colophon 
which should more properly be 

or simply ‘ | For detailed description of 

the Gondali-dance, see S.R. VII. 1276-1302. 

P. 230. Si. 166 : I Mukhavadya is the oral recital 

of rhythmic syllables corresponding to the sounds emana¬ 
ting from the drum {Jati, Sol or Bol). The description of 
Nartaka in these verses is really of a Upadhyfiya-nartaka or 
a dance-teacher. The description is close to that of the 
Upadhyaya in S.R. VII. 1247-51. 


N.R. 

sira- 

frKmrefasiira: I 


S.R. 

f^r «T5i 

^ i 


P. 231. Sis. I72ff: Mukharl, chief drummer; Pratimukharl, a 
subordinate drummer. 91^ g^tft aqj I 

eTcT: STfegWw gif t ftm g i ft flrei: ll Sanglta Darpana, 
Tanjore Sarasvati Mahal edn. p. 100. 


P. 234. Sis. 193ff. On the composition and strength of the large, 
middling and small ensembles, Cf. Java’s lines with S.R. 


VII. 1253-8. 


P. 235. Si. 200 : Otukarah. The meaning of this is not clear. The 
word occurs again in .41. 203. In 206, next page again, 
Otudhrt; in si. 211, Otukhra. Does it refer to an instru¬ 
mentalist who plays the Vadya-prabandha called Ota ? 
For this Ota* see S.R. VI. 956-962 with illustration. 



P.237. $1. 212: I Here ‘ pra * 

bhrti* may be a mistake for Prakrti, the people. Cf. 
Bharata, N.$. II. 11. 

On these three Jyestba, Madhya and Kanishta for Gods 
Kings and common-folk, Jaya, si. 212, Cf. N&. 11.9-11. 
On the defects of the too large and too small halls and the 
merits of the medium-sized one, Jaya, 213-216, Cf. N.$. 
II. 18-21. The measurements of the square and rectangular 
house in Jaya follow N.$. 

$1. 218: The details taken up here are for a square house 
of 32 cubits. 

$1. 219: See fns. on this page. 

<$|. 220 : first line, etc. is taken from IV £. II. 

76 (GOS.). 

The seat for the Sabhapati or King is to be eight 
hastas off from the stage, i.e. in the centre of the 
auditorium of 16 hastas. 

P. 239. Sis. 223 and 224: I See readings and 

suggestion noted on the page here. ‘ 3 *?^:’ here may be 
restored also as 35 immediately in the next line 

(p. 239, $1. 224) we have reference to I Bharata 

speaks of the play-house as But what exactly 

these two ‘Bhumis* are, whether they refer only to the 
stage part and the audience part, is not quite clear. Of the 
different interpretations offered here in the Abhi. BhS. 
(GOS. I p. 3, 64-5), one is as suggested above, the raised 
stage and the level-ground in front of it an<i around; 
another is that the two Bhumis are the closed interior of 
the house and the outer open quadrangle, enclosure or 
prakara all around the house, beyond which is the wall, 
as we have in temples \ while this later meaning would 
also fit in with Jaya’s descriptions of decorations, the 
reference to Nirandhracchadana, close curtains, would 
suggest, as pointed out in the Introduction, a place for tfc* 
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inmates of the harem. Jaya speaks of an Urdhvabhumi 
later on (p. 254, s 1.77) in the description of the actual 
dance, but there is a gap in the text here and the reference 
is obscure. 


Ch. VIII 

Pp. 243ff. £l$. llff. On the order of the seating of the various members 
of the audience and royal retinue, Cf. also S.R. VII. 1341-50. 
On some of the out of the way expressions and ideas here 
see my fns. which have been added at every step on these 
pages. 

P. 255. $1. 83. Sucimukba, Gati, Guna, and Sikhara refer to the 
act of stringing a necklace of gems, Ratnavali, as well as to 
the components of dance, Nrtta, the subject of the work; 
the line is thus £li$ta. 



INDEX TO AUTHORITIES CITED 

IN THE TEXT 

(The figures within brackets refer to the verses). 
17 (19). 
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/ 

■* 
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(46), 33 (80, 87, 88), 34 (93, 94, 96), 45 (175), 48 (195), 49 
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(202), 50(213), 51 (215), 52 (226), 57 (273, 274), 60(29$), 
63 (323), 67 (346), 69 (13), 70 (16, 17), 74 (41), 78 (67), 87 
(118), 105(39), 114(69, 90), 136(238), 137 (245, 248), 138 
(253), 139 (260), 140(266), 144(291), 147 (313), 148 (314), 
149 (321), 152 (342), 156 (373, 374), 157 (376, 377). 

JR!*: 173 (1), 180 (58), 205 (21), 207 (31). 

See Bharata. 

5TPR 136(239). 


34(89), 229 (161), and many other anonymous 
. reproductions. 
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(Numbers refer to pages and verses ). 



119.121,197.168. 

3T5TOTC, 5£R 

250.54. 

(w*) 

11 '.10*; 165.53. 

*WI*TC, 

16.110. 


201.191. 


23fn. 

xm 

254.71. 

swn, qft 

64. 329, 65. 133; 210fn. 

wincf, imfo 

51.216. 

3WR5, |^5RR 

50.214; 51.215. 

WKT55ST2F, qft 

63. 323; 64. 325. 

«nm, atfpraift 

73.13. 


43. 159. 

«T5fW 

192.140. 


16. 16. 

«*r, *n%i>%? 

vs 

1.32, 31. 

Wf 

193.146. 

*nr, aitora 

7.28,8.30, 31; 14.1; 228.157. 


195.155. 

«f*, «IW1$ 

9.42. 


38.125. 

«f5nnt5wrg^ 

233.188. 

«msw*t» kSt 

t 

169.83, 171.98, 99. 


189.120, 195.153. 


66.841. 


45.177: 
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mw 


194.151. 
246.31. 
9.36; 10.43. 




10.43. 

11.5). 

190.128. 


a*IF5T*» 


12.57, 14.74; 82.f7; pp. 137-157. sis. 244-377; 
(156.372-4; 157. 377); 193.145. 

189.120; 195.151. 


lT*5in^ ? cRTT 

qi? 

sin. wfifSwft 

* % 


138 251, 252. 

138.253. 
137 246, 247. 
152.341 ; 154.356. 
64.329, 66.336, 337. 

30.62-4. 

59.285. 

187.113. 


«^g, q R 129.134; 135.231; 160.18; 161.25; 162.34; 166.59. 


wR84Kn%a> ^5ft*36gfawi 

■« -> 

31*8agm. 441jf® 

?tq«i 


163.42; 166.59. 
66,339; 67.343. 

247.35. 


nftamten, 

•s. 

6 


181.65; 116.96. 
100 5; 106.40, 41 ; 145.297; 

146.304. 147.309. 

163.4043; 164.48-62. 


«&«, 414 63.323, 64 327, 328; 88.127 ; 89.129; 106.41; 

110.67,120. 143; 122.150; 127.178; 134 229; 
136.240. 

wfepi, 4I£ 51.219, 222. 

sifign, 15.3, 9; 84.108. 

*r%i, 119.113; 134.228; 136.237, 238. 
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135.235. 

iftqj 

30-65. 

arf^n, 

74 fn. 

32q$ 

25 fn. 


33.79-, 34.99 ; 45.172. 108.55,166.60. 

3Tf3I«5 

214 77. 

3Tl|cf, ROS55 

91.143; 93.153, 154. 

*%u, =q?fl 

69.9; 73.33; 93.153; 109 57 


242.6. 

arfaqqs’cT, qRuj 

101.9 ; 141.269; 143. 286; 177.114. 

arf^sKTSrT, 

91.144; 94.166-9. 

3T%5RFrT^lT, q^fqftqfq 

64.325. 

^|ft 69.11 ; 74.40-1 ; 94.165 ; 95.16?, |71, 

173, 175; 96.177, 182; 97.186-9; 98 
193-4; 117.114; 120.139. 


60.301. 

W, aRliJflftqta, gsw 2Cfn. ;24 fn.; 31.71. 


29.55. 

w^ST, ?fg: 

18.30; 20fn. 

3T«r:^m 

187.111. 

srcra, qjq 

49.201. 

WJTHJW, qROjfqftqlil 

126.172. 

*reiT, sqig 

Pp. 26-27. Sis. 37-45. 


Pp. 26-27. Sis. 37-45. 


40.140. 

sttofs, f^q^R 

50.213-4. 


13.69. 

3T^rm, 

10.14. 

S^lfS 

51,216. 


24fn, 





51.219, 222. 

i, 

15.4; 16. 14. 


50.213; 51.215. 

3?«FTC, gJjqjfrftqta 

28.53. 

STWraSi, J?o^55 

91.143; 92.14 ; 93.156-57. 

3T«rfg^T, 

69.10; 74fn. 


66.339; 67 342. 

SRI**, %ftf5Rta 

26.38. 

wn%5, 9$f?wtn 

•v 

25 fn. 


23 fn. 


16.15. 


25 fn. 


13.65. 

3T^t, ^taromr 

189.120; 194.150. 

3Tiftfa?3, 

15.7. 

3?g^viT, %Sf?I*itn 

27.42. 

3TjpT*T, qi35R5^0T 

7.25. 

argnifoft (-«l) 

235.201; 236.204,207; 209.211; 250.52. 

3*3*1**, 5W 

17.19. 

*T3srrer 

204.134. 

srgjTH, ^95l^ilf 

189.121 ; 197.165. 

a*3*nfa3 

232.179. 

3T^^T 

233.182. 


202 . 1 . 

313 th*, qraif^rcta 

26 fn. 

3?g%<rc } 

42.155. 

3*3*13*5, 3I*%3 

235.198. 202; 250.51. 

argi^r, 3*rc 

24 fn. 

3 * 3 * 1 *, 

110.65. 






188.114-5. 


70.18. 

WTO 

212.62; 214.75. 

•WTOWI, 164.44; 167.66. 

W<Tcfa, ^q«q 

225.136. 


169.83-5, 87. 
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234.189. 


232.181. 


181.61; 182.72. 
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101.9; 117.115; 134.225; 143.281. 
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1 ?3.225. 

W1WWH, ’qjfl 

69.11; 75. 44-5; 92.150; 94. 165, 167; 

95.175; 96 179, 183; 97.187,190, 192; 
98.194; 104.33; 112.80; 113.84; 117. 
114, 125.106,130.193. 

arq?gfsr 

154.358. 

Wafers, 3^* 

139.255; 141.272, 152 344. 

wcrtwi, q>wfqftqta 

109.60. 

3T7^mcT 

108.52. 

«n&5, »wfrc 

139.257; 146.301-2 ; 152.347. 

mfoz, qi| 

51.219,221. 

srqfrsfa), q>w 

100.1; 101.10; 119 131,133, 141. 
273,144.293; 146.301, 303. 

wq^w, 5®Wi 

49.206 ; 50.207, 208,57.272,73.38, 
112.71,77, 80; 114. 95, lil.204. 

arqStfsa 

1L5.101. 

«rqsrfai, qiffaw 

156.370. 
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«rq^qo?, qratfqftqta 

60.297. 

arq^fqn, siiffrc 

139.255; 143.281, 282,152.345. 
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218.97. 
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vwnfkz, 

M3Jt<Tra, sftOlHf 
«5!JK, »II5l4 


2639. 

164.44; 166.63-6. 
175.17; 179.48. 
169.83; 170-92. 
163.43; 166.61. 
209.47 ; 210.53. 

9.40. 

30fn. 


•rawr, araq^r, 5 ® 32.75 ; 44.169; 54.243, 105.36, 106.40; 

107.45, 108.51, 116.109:129.192,131. 
202,133.216,228,136.238. 

•raqqjtom, 33513 33.85; 58.280-1 • 

W5NS9, 81559?!, 5 ® 32.78; 33.85, 34.91, 93; 44.168-9; 57. 

270 , 58.280; 110.61; 111.71; 114.94; 
116.104, 118.118, 122.149, 126.173; 
132.212. 


SfSSTrT, 

«W|K 

139.258; 150.327, 328,152.346, 153.352. 

3T55RT, 


102.16; 130.197-9. 142.277,150.327. 

144.290, 292,'145. 295,146.300, 

«/ 

3T55t?f^, 


91.144; 95.173-5. 

«T55Trff t 


69.11; 76.50; 94.166; 95.168, 171, 173, 

96.178, 180,97.185; ,98.193; 116.135, 
130.197-8; 131.200; 134.227. 
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182.66; 186.103. 

«WI, ? 


42.148. 

STiTOtd, 


198.174. 

ww, 


40.136. 

44.170. 


IWjSft 

66.338, 341-42. 




1*1.65; 1*5.95. 


225.136. 


206.30. 
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206.30 ; 214.71; 215.78. 


27.45. 


206.30 ; 228.156. 

**w* fofl* 

15.3) 16.12. 

^ qi?ig$ 

67.344-45. 
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234.195; 236.207-10. 

t 


24fn. 

ars^pfo, qjq 

126.181. 
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199.175. 

ai^^TT 

49.201. 

arsr^^rrr, «qjft 

69.9; 71.23; 92.146. 


101.12,122.149-50. 

ararftrq, 

85.110; 87.118, 88.124-6; 126.171. 

arefesi, wififMln 

85.110. 


33.79; 47.189; 109.58, 122.150. 

3*5^(3^151), ^jfqftqtn 

45.176. 

a?SW 

193.143. 


10.49. 

^^5?^ts^qr 

223.127. 
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87.118,88-89. 127-31. 
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65.332. 

aTMiif^fOT, 

88.128; 89.130. 

3T^I5R 

32-33.76- 0; 34-44.97-171. 

arsms^fer, qswftfMta 

111.69. 


40.138. 

arfog* 

83.104. 

**Q?h 

119.131. 





23fn. 


26fn. 


25fn. 

«^TT, 

43.163. 

3T^R, 

38.124; 39.130. 

*3rfer*, 

36.40. 

(«rar) 

20fn. 

**&{' 

59.292. 

WT 


15.3, 5. 

*wA<n, 

49.203 j 136.238. 

3TFKrer»Tff?te3T, Wlfaftqta 

132.213. 

«TWBrerard, ^ 

181-182,65-66; 188.116. 

wirererd, mh 

74-77. 39-61. 


187.110-15. 

7977. 

*TO5TO, ^RHfqqtq 

«?r«I5rfo7?R, ^^(Jlfqffjqln 

118.118. 

8TTf%?r, WM 

86.111; 87.117. 

3TT%^T, ?fg: 

19.34; 22fn. 


85fn. 

»n%H, 5R{0I 

100.1,101.12; 104.34; 124.158-9, 

140.263; 141.272-3; 143.288, 290, 
292; 144.294; 145.296; 146.305; 
147.310; 149.326; 150.328; 151. 

- 

337-8; 241.270. 

«Trfa«, qi* 

132.208. 

*ff$ra*> awirc 

139.256; 142.275,277; 144.290-2. 

an%H^W, 3fff^ 

139.258; 147-8, 307-14; 152.344: 


153.349. 

101.11; 121.142-4; 148.315; 149.322. 


•nfaftftra, «<n 






ntpsm, 


69.12; 76.52, 55; 96.181, 184; 119.128, 

130; 121.146; 122.148; 124.158; 130. 
193; 133.220; 135.233. 

8.35. 


88.126. 


snqflftqta 88.126. 

snff?*, «AiPV 7.23 ; 8.29, 30; 11.51; 31.72; 32.74. 


WRJR, 

«rrfeOT, w 

3HRR 

3ti in, 

0Tmfa, qw 

311 

2*mNi^i 

wmtsraifs 


84fn. 

203.10; 246,33. 
142.280. 

139.256; 145.295. 

46.181. 

12.60,203.5; 243.10; 250.55. 

204.13. 
237.213. 
213.69; 250.54-56. 

246.29. 

88.126. 


unmwrmm, 

sTT^srarcn, 

3TT^^Tftl5m 

«Tn%e533IR3ft3tem, 

erp^tiftr, 5fj§ 

arm 

«mrc«r, 2*141*1 


16.11. 

44.169. 

37.114. 

200.183. 

107.47, 

190.31. 
131.202. 

18.28. 

/ 

18M01, 104. 
52.i23-4. 
182.66; 186.104. 

246.31. 
9.41; 253.70, 
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59 287; 110.64; 290.29J. 

WVifol, to 

213.66. 

TOW, 

60.293. 

tow, trofifitita 

85.110. 

tow* ffeiWfiqta 

29.57; 47.188. 

TORT, #g 

27.43/14. 

TOR!, *to 

87.118; 88.122-3. 

TOWTOI, 

59.289. 

TOWPKTOT 

233.184. 

•ngsiftw 

245.27. 

TO^rawft 

251.62. 

TOR3TO* 

252.64. 

TOClf^Wi 

243.11. 

TOto, 0TT|W 

9.41; 10.43. 

TOtS»l, 

62.313. 


65.340. 

«n£, 

15.8. 

STtfft, 

27.40. 

♦ 

«nM, sfefeftqto 

23fn. 

«uM, sjfaf?i$ta 

25fn. 

en&iwwRtf 

194.148. 

toIh 

211.58. 

to(to 

207.37. 

TOfifo«s«! 

233.183. 

tow, sfefqPi^tn 

23fn. 

TOW, WRftftflta 

86.116. 

TOW, HR 

215.77. 

tow, 

16.12 

wsta, tock 

i 

139.255; 142.277, 278; 155.362. 

•n^ta, fTO 71.23; 

79.73; 80.82-4 ; 131.204; 140.262. 

1 


57 


sn^, ^or 

3H^, fl^5 

arrqfScfT, 3fT 
»r^H, 

STf^T^ST, 

£*aftf?rata 

*1*15*, ^TR^qtJl 
3Tifo5> SfF| 

«rr£ps, qi^farct) 
anfepwr, sififaf^itn 

aTTfos^B^^T, qj| 

anfoss&n, qj| 

3TT%5!, 

anffer, cTi^nfS 

sni:^ 

3TI^, qf| 

«TT^ 

sngftisun 

«n«w, 

mm, sifow, %si$a 

»TRR, 5|f|fe&5t»l 


43.161. 

24fn. 

101.7; 112 77-79; 144.289. 
91.143 : 93.158,159 : 99.198. 

39.131. 
70.20; 119.130. 
62.316; 63.319. 

42.155. 
16.12. 
36.107; 40.134. 

88 . 122 . 
51.219, 222. 
77.60; 110.67. 
63,119. 


33.82; 54 247; 113.83; 126.169. 

147.49. 

113.88. 

69.11; 76.51. 52; 115.103; 126.173. 

199.179. 

23fn. 
9.41, 42. 
57.271. 

126.177. 
' 94.162. 

226.141. 
232.1 ai. 

1 15.7. 

8.32. 
62.317. 




«ns«, 

59 287; 110.64; 290.29J 

m 

213.66 


60.293 


85.110 

«mw, 

29.57; 47.188 

wpm, % 

27.43,44. 

3TWT?T, WT 

87.118; 88.122-3. 

gTWffgNT, 

5 9.289. 

tfwwran 

233.184. 

•ngsnfito 

245.27. 


251.62. 


252.64. 

iTFcrftras 

243. 11 . 

3TT^^ »?Ifl5 

9.41; 10.43. 

arrctan, sigftpiqto 

62.313. 

mi, qwij^lftfSrato 

65.340. 

mi, fiRtftftqta 

15.8. 

* 1 $, 

27.40. 

*■ 

mfi, ifefifiqtn 

23fn. 


25fn. 

3n$srroftT 

194.148. 

«n?ifir 

211.58. 

8TT5lfHW 

207.37. 

«H55fi^3®r 

233.183. 

•usrei, sfefqffratn 

23fn. 

mom, wiftftqta 

86.116. 

4 

«nsw, nrc 

215.77. 

«nsn, ftRtf^^ri 

16.12 

wEfit, *wir 

139.255; 142.277, 278; 155.362. 

«!$*, ^ 71.23: 

79.73; 80.82-4; 131.204; 140.262. 
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3TT&15TO**, W SlftlWta 

sn^, ^or 
3TT*rf, 


an*£, fdqftqtn 

STTelfifa, 

3TTnfaai, 

STf^T^T, 

arraign, Stfifaf?rata 

an fos, 5fl| 
anfog, qjgftjft) 
anfospmsr, 

a?ife5^5K, 3333 
3TT&£sr&IT, q/| 

a?T%5f, sjlft 
anffer, aisnfo 
an%n f ifgfqftqln 

an%«T, 3flf:q 

arr^s, sirs: 



an^n 

an^fef, $? 
aug^arotfs^ 

angfo^ror 

«n«ro, 

3TT5R, atfw, %gr$3 
«TRR, Sfgjfiftiito 


43.161. 

24fn. 

101.7; 112 77-79; 144.289. 

91.143; 93.158,159; 99.198. 

39.131. 

70.20; 119.130. 
62.316; 63.319. 
42.155. 
16.12. 
36.107; 40.134. 

88 . 122 . 
51.219, 222. 
77.60; 110.67. 
63.119. 

33.82; 54 247; 113.83; 126.169. 

147.49. 

113.88. 

69.11; 76.51, 52; 115.103; 126.173. 

199.179. 
23fn. 

9.41, 42. 
57.271. 

126.177. 

' 94.162. 

226.141. 

232.180. 

15.7. 

8.32. 

62.317. 
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168.77. 


65.335. 


154.359. 

aitfsRT 

162.36. 

STIffa, OTIff 

12.58, 62. 

3n^r??<r, qosg 

91.143; 92.149, 150 ; 99 198. 

arifeiq; 

240.233. 

«TT^JT»^5r, qswfsftita 

133.217. 


16.15. 

3TT5TC, 

29. 56. 

STT5TO, 

8.29; 9.36. 

3TT5T^?^nH 

9-10.36-46. 

sn^rffc, figfiftqtn 

23 fn. 

^TSHj 

49.204. 

?fjF3ir 

i 

245.22; 254.79. 

fffcT^g 

241.238. 


205.19. 

fftfrT 

208.44. 

ffogre? 

239,225. 


43.157. 


16.16. 


84.106. 

fsaftn, q^i^oi 

26fn. 


246.33. 

*%%’, £*afi|ftqta 

36.110. 


t 

f«*?, ^oififqqln 

132.211. 

f«rf, 

62.315. 

W» %&&l 

25fn. 

f«if, f^fqftqtn 

46.185; 53.233. 



59 


913TIF 

» 

12.59, 69. 


195.156; 198.172. 


169.83; 170.93,94. 

3&TOK 

197.168. 

3^*5, 3IIW 

252.66. 


227.150. 

3^I*T, 5|5^ffiqlq 

m 

60.301. 

S^TST, 

26fn. 

spifa 

214.71. 

mfzsm, ww 

84.105; 165.52,56; 166.63. 

3?qTOr, q^oifqfaqfo 

118.118. 

^«3T, 

47.187. 

3?^q, qiaffitf:* 

26fn. 

aw*, 

49.203. 

Wtaft 

181.62; 183.74. 


179.48; 187.111. 

sf?*ra, q^nre 

VO 

67.344, 345. 

sfcsra, 

15.4; 16.16. 

VO 

66 338,339. 

3^, ^#W 

173.3; 174.10, 13. 

3t$W, 

^ \ 

25fn. 

^f^q^rBqrc'n 

148.314. 

zm 9 qia 

49.201, 202 ; 51.217. 

^nr, H «OT* 

234.194 ; 235.201-4; 236 204. 

ron. 5i^ 

228.159. 

awfaenr, f^, «3?iq 

234.194 ; 235.196-201. 

<rer4tew*>, 9?«nr 

12.59, 68. 


202.1. 

roctaarci, snqfqftqfo 

80.84. 
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50.213. 


33.82; 55.252. 


169.281. 

Stfffqftqto 

45.176. 


184.183-4; 185.89 , 186.96, 100 ; 
187.107-8 ; 188.114. 


175.19; 176.30.32 ; 177.38,40. 

SSSjfclr, mfiq»WIIf 

72.219; 109.59; 110.66 ; 113.84 ; 
116.106; 134.226. 


164 ff. 48 ff; 207.37 ; 215.79. 

'SrSW, {[frf 

33.79 ; 46.184, 185. 


235.196. 

wfqftqta 

107.46. 

srsrifar, «ng 

52.223,225. 


14.74 ; 21fn. 

f*a(qftqta 

35.104. 

scsqr^m, 

69.9 ; 72.31, 32. 

%Qf*m 

52.230. 


38.124. 

^qrcnfrt, qftfqftqtJl 

64.325. 

*w$iq 

139.259; 150.333 ; 152.346. 


100.5 ; 107.47 ; 145.296. 

% 

3?r£5l, qj3f 

63.323 ; 64.325, 326 ; 74.42 ; 75.43 ; 
107.47, 48 ; 108.53 ; 129.192 

z%Sz$, ^ 

132.209. 

to 

134.230. 

anro 

11.56; 14.73, 74. 

353 , to;to 

224.135. 

35 * 3 *, srfifqftqtn 

62.318. 
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114.96; 117.114; 118.119; 
119.129 ; 133.221 ; 136.242. 


215 79- 


17.21 ; 18.28. 

3S^55l^qoT, jfalfqftita 

30 fn. 


61.307,310. 

33^5f, 

156.370. 

35W3, 

64.325, 328. 

3515* 

156.368, 371. 

351%*, 

59.287, 289; 167.66. 

351 %*, 

86.111, 114 

35iffe*r, 

61.302, 306. 

35T%3T, 3IfI 

62.316 ; 63.319. 

35ifen, 3§rft 

37.115, 117 

3%**, 

16.15. 

35f*, s?ff|R 

139.258 ; 150.329,330 ; 152.344. 

3^tT, W! 

101.12; 122.148 ; 150328-9. 

3^ffT, cIRI^ 

23 fn. 

*31*, TOW 

33.81; 53-54. 238-40. 

TO*> * T I 

53.239. 

3^f?n, 

69.12 ; 77.60 ; 95.168.170 ; 96.178, 
180; 122.148. 

7 

35^*1, 3(f[ 

74 fn. 

35E(*), 35fe, 1*3$^ 

t 

49.206 ; 50.208 ; 53.238 ; 73. 

/ 

38; 94.162; 107.48; 109. 
59; 112.77, 80; 114.95; 
115.101 ; 122.150; 124.161; 
131.204; 134.229. 

35W, ^qi? 

173.2 ; 174-7. 

slfsa, qr| 

52.223-5. 
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3*3, qm 

35T3T, 5113 

SSTTR*, £^fqf?|qln 

35?t3, 

*\ 

3«ra 


60.294, 297. 
30.65 ; 31.67. 
62.312, 313. 
36.107. 
17.20, 25. 
53 231. 


3wra, 


101.7 ; 110.67 ; 145.296 : 148.316 ; 151.338. 



152.343. 

3?m?, SlgfaftqUl 

23fn. 

ssit*, 32^43 

24fn. 


228.152. 


195.152 ; 203.10 ; 230.168. 

3q^5T, 

15 5. 

3q^R, 

188.115. 

3qqm, to 

252.66. 

3TOJR, 3I3W9 

211.60. 

stotJT, 

120.147. 

3*raq<n, 

115.100. 

3q^T, q^Uf 

101.12 ; 121.146,147. 

3TO, 3|to 

7.28 ; 8.31 ; 14.2 ; 228.157. 

3qT!F*Io55f 

190.132. 

# 


203.5. 

^:qTW*?vSfl^3, 

33.84; 57.270, 271. 

3*:qre*, ffafqftgta 

55 250. 

^*(*¥*0 

83.103 ; 87.120 ; 103.23 ; 117.117 ; 
119.131 ; 135.233. 

3^r, aqfow, sjf 

14.1 ; 15 ff. 


188.118; 191.36. 
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101.10; 118.123; 141.271-2; 142.274, 

276, 278; 143.288 ; 144.290 ; 145.296 ; 
146.302; 147.306, 307, 311 ; 148.320 ; 
149.326 ; 150.332,333. 


33.84 ; 57.268, 269. 


33.85 ; 34.91, 93 ; 133.221. 

3*5R(*0, WfrlH 

170.93 ; 173.2, 4. 

351^, ^9191* 

188.188 ; 191.134. 

S^TST, 

18.29. 

'isjlfod, 

24 fn. 


223.127. 

«wr, 32 *>frl 

25fn. 

X 


90.135 ; 113.87 ; 119.127; 126.173 ; 
127.182, 183 ; 132.210; 164.50; 

175.19; 185.95 ; 186.100; 187.105 ; 
248.43. 

3 ^, srfvrw, q^W 

14.2; 61-62 307-11. 


68.4, 5. 


190.129. 


181.64; 185.89. 


175.15, 19. 

X^^M, 9>^ot 92.149 ; 102.17 ; 132.210, 211 , 140.262*3 , 

141.273 ; 143.282, 284, 288 ; 144.294 ; 

145.297 ; 146.302 ; 147.310. 

353301 . 

69.10 ; 74.39 ; 74/n.; 92.149 ; 93. 
158 ; 94.160 ; 96.176, 180 ; 97.185; 
98.194; 132.210. 


181.63 ; 184.82. 

z&mt, 

32.78 ; 44.166,167 ; 126,175 ; 131.200. 

&*$*!, 11$ 

51.216, 219, 220. 
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1G0-1 ; 101.9 ; 116.109, 110 ; 141.270; 
150.327. 


69.12 ; 77.59 ; 97.186 ; 116.109 ; 120. 

135 

i; 130.198 ; 170.141. 


181.65 ; 186.102. 


50214. 


30 fn. 


187.111. 

3r*Hfir> ?JF 

254.77. 


31.84 ; 56.264, 265 ; 108.54 ; 124. 


161 ; 131.206. 


50.213; 51.215. 

3^3&U, qi| 

53.239 

• 

3TOtavi, 

37.115, 116. 


90.138. 

3;«rfen, 

164.44; 166.65. 

3i«itsRtara> feiftfqfaqin 

16.11. 

3W=i, gjraftqtq 

25 fn. 


229.165. 


* 

5R3^, ftfl 

29,58, 59. 

sfigsrataRKFf 

218.94. 

3R33<fa 

218,99. 

«* 

qCT^»wr> WtalM 

160,15 ; 162.33. 


200.183 ; 214.76 ; 251.60. 

manful, W* 

215.81 ; 216.83 ; 252.64. 

s^fifeqtn 

37.118. 

wn*, Wftw 

160.15; 162.35. 


164.45; 167.72. 



65 



160.15; 162.35* 


164.45; 167.72. 


163.41; 165.51. 

M 

<t*rcre#na. 

159.14; 161,29. 

q^nvnssfoi, q*oifqf?i*ftn 

* 

103.20. 

**q*rci, aranft 

200.185, 186. 


230.170. 

qs*>isftf^r, ^5^01 

102.14; 126.17Z 

H^fJWftferT, qng55 

91.143 ; 93.155. 

■ 

69.9 ; 72.29 ; 93.155 ; 126.172. 

QS3I, 

215.80. 

* 


232.181. 

art 

STT^I, 

35.105. 

5 «hrr, ^Ttercft 

170 fn.; 172.100. 

STtrTT. qq;q 

215.77. 

STtg^n:, 

235.200, 203 ; 236.206, 209, 211. 

3rtarc, 

189.120; 194.149. 

site, 319*, 3ift?ra, sqis 

14.2. 

sft 

sttjct, sfefqftsta 

23fn. 

snfeq 

178.44. 

sfNi^ ^iflrfqfaqtn 

26 fn. 


46.181. 

qfJfOf 

57.267. 
216.88; 244.17. 


9 
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203.7 ; 216.81; 249.47. 
110.61; 124.158 ; 134.229. 

32.76 ; 36-37.1134 ; 53.236 ; 54.245-6; 

56.258 ; 57.273-5 ; 58.282; 103.24; 
106.42; 110.62; 111.68; 116.110; 
119.131, 137; 122.151; 125.166-7; 
133.216. 

33.79 ; 45.173, 174. 

23 fn. 

77.65 ; 80.80, 82 ; 82.100; 83.103 ; 88.124 ; 
94.163:; 104.35; 110.62 ; 112.76 ; 115.98-9 ; 
128.183 ; 129.187 ; 130.193 ; 154.363. 
q fefea* , 100.5; 107.45, 46; 140.262-3 ; 141.269, 

271-2 ; 142.275-6, 278, 280 ; 143.282, 284, 
286, 288, 290 ; 145.294-6 ; 299.300, 302-3 ; 
147.306, 312 ; 148.320 ; 149.326 ; 150.328, 
330. 



101 .10; 118.120-2. 


155.366 ; 156.370. 


61.302-6. 


112.75. 

silf 

14.1. 


156.309 ; 190.129. 


155.366. 


102.15 ; 130.193-5 ; 147.307. 

« 


192.139. 


196.162. 


65.334. 


82.100. 


155 366. 

3fo}lfqftqtn 

30fn. 


46.185. 

«E*W» 

246.29. 









248.41. 


234.195 ; 236.210-11. 


18.28. 

«R«rcil. 

203.7. 

*CTI55^»t 

168.78. 

«R*n3STfri t ^ft-3itgi^oi 164.47 ; 168.78. 

'Rfaro, 

32.77 ; 40.137, 138 ; 57.274. 


33.79 ; 4546.178, 179 ; 53.234. 

Sttte, siM^n, injf 

14.2 ; 27-28.46.8 ; 133.218. 

*R*q (|qg), aifowiq 

1.1 ; 10.48. 


63.320, 322. 

«R*W, ^4^ 

61.307, 308. 

WtR, qft 

186.102. 

*>f*qa, q>q|55 

27.46 ; 28.47. 

*Fiq<T, 

15.6. 

m 

^fP7?TT, 

61.302, 303. 

q?frqcTT, a&ft 

37.115, 116. 

***!> 

43.157. 


45.187. 

*;c 

1.1 ; 94.162 ; 104.28 ; 105.36; 111.73 ; 


112.78 ; 116.27 ; 117.114 : 177.36. 


1.2 ; 32-53.75-234 ; 33 86. 


32.76-8 ; 3-544.97-171. 


33.81-86 ; J3-58.253-82. 

/ 

«f*, tiger 

33.79-80; 45.47.172.193. 


143.281. 


45.172 ; 49.200. 

q^n55?T 

190.129. 

TO(Sl)OT 

206.28 : 214.75 ; 220.108 ; 223.131 ; 


251-59 ; 252.63, 65. 




TOrc 249.49. 

TOWIS* 235.191, 202 ; 236.206, 208, 209. 

W 100-136.1-243; 136.243; 137.244, 246; 138. 

248, 250 ; 140.265*6 ; 152.341 ; 153.348 ; 154. 
356 ; 156.372-4 ; 193.145 ; 195.154 ; 212.63 ; 
228.158 ; 248.43. 


SvCUHSH'S 

wromftstl?!, 3»?rc 

<R??>ire« 

wnreftsifir 

w ji re iq gn 

^rRi aa q 

qRpqftqtJi 


152.345. 
135.351. 

153.348. 

153.349, 351, 352. 

152.344 ; 153.350, 352. 

152.346. 

152.346. 
215.80. 

68.6 ; 100.2-3. 
100.4. 

152.345 ; 153.349-54. 
138.249 ; 140.264. 

152.343. 

153.349. 

153.353. 

153.350. 

152.346. 

221.113. 

65.332. 




246.31. 


102.18; 134.229; 140.263; 141.269, 

271,272 ; 142.276, 278,280, 143. 
281,284, 288,144.290, 294-5; 145. 
N 299; 146.300, 303, 305 ; 147.312 ; 
150.328, 332, 333 , 151.334, 338, 
340. 

33.83 ; 55-56. 257, 258 ; 108.53 ; 
111.74 ; 129.191 ; 131.203. 







181.63 ; 184.85. 


24fn. 


31.71. 

*zm, x$ 

20 fn. 

^®it, sfg 

18.30. 

*&£, Km, tfga 32.75 ; 

33.79 ; 45.177 ; 89.106 ; 90.135. 


134.229. 


309.128. 


120.136. 

*tfrq*sn*n. 

42.151. 

siifiq 

9.42. 


133.217. 

s»<nk6tfa 

249.45. 


164.45; 167.68. 

Km, swga 

32.76; 36.111, 112. 


163.40; 164.49. 


242.7; 246.32. 


44.167. 


175.17; 178 44. 

S 5555 I, 

43.157. 

^55 If, ^rfafMta 

39.129. 

3*51301 

129 160. 

3*srfM& 

255.81. 

awfi^, mmn 

138.249. 


'250.52. 


228.154. 

3 * 5 lfe^ 

230.168; 241.21. 

'freiqoT^^ 

221.116; 233.185. 

229.161. 


230.166; 255.81. 


214.71; 215.78. 






247.38. 



44.169. 

qrauara 206. 

28; 214.75,220.108; 

223.131; 227. 

147 

; 252.63. 


«FTS!3l55Src 236.: 

208.9,235.199, 203 ; 

236.206 ; 249. 

50; 

250.52. 




38.132. 

«FT$ 

193.144; 216.82; 221.114. 

«F«p. srciga 

32.77 

; 41.143, 144. 



254.77. 

(w), 


43.157. 

«TPTI, Sfg 


18.30, 19.35. 



195.156. 

qtffor, f*aftfMitn 


42.152. 



61.308. 



19.35. 

^w^aifvTfi 


244.18. 

*nm^, 


90.135. 



242.6. 

*ig*IW> ^fqftqlq 


44.165. 

q>T^*sIT 


198.170. 

*Rnfa, Sf)>5^, atffiq 


216.87. 


« 

47.187. 

sreia^n, l^lqfqqlq 

a 

40. i 40. 

q>T^55(^I), qig 

223.131; 227.147; 252.63, 65. 

qii^5i«rc(-qrqq») 

235.200; 236.204, 

206,209, 211; 


249.50. 


qjatfqftqtn 


65.333, 334. 

f^g, 

189.119 ; 192 

.139 ; 221.114. 

fa*ralfos)»iR 


223.131. 

____ 

wnttwjtc, qro 


220.109. 
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fedMtai, 

66.342. 

Qv 

25fn. 

ft-ptp* — ^ 

WaWIIW^ 

255.81. 

qfarctq*, ^afqfMta 

3.64. 


44.170. 

ffo, atfiRq q<q* 

14.2, 

$¥$*, %q«q 

247.35,254.78. 

fffiwqw 

254.80. 


192.138. 


46.185. 

5 ^<T?qsi 

192.139. 

Wtai* 

175.18; 180.53. 

$flj<T, q>qte 

27.46 ; 28.47. 

ffesra, 5R*oj 

102.16 : 131.202. 

ffera, siigqtf 

62.312, 315. 

$isqRV, qi? 63.323 ; 64fn.; 

74.42 ; 75.44, 46,48 ; 76.51, 57 ; 

77.61 ; 80.82 ; 

90.135 ; 125.168; 131.202, 136. 

243 ; 160.19, 

21, 22,161.23, 24, 28, 169.88 ; 

170.89; 174.11 

,13; 179.48, 182.71, 72; 183.74; 

184.84': 185.90,93, 94; 186.97, 104; 187. 
105, 106, 108. 

ftf^ra, gzqstf 

24fn. ; 25fn. 

qi| 

51.219,222. 

ffssra, ^ 

120.133 ; 134.227. 

ffesTCHSHret, Wfewft 

169.83 ; 171.97. 

/ 


30.65 ; 31.66. 

$fNm, ife 

19.33 ; 2lfn. 

ftfssrm, qfflfffo 

66.338, 340. 

3P> 

28.49, 50. 

f^Rfer, sfqftqta 

25fn. 



STO55, 3fJfR 

*gm, ff^tqqtn 

5^r5w?mw, cwfaftqta 

gpaif^sit?:»n, 

^ingsro, spfeft^n 

rfrz&Kmtea, 

^55l^5R, 

W$t*n 

^T55tR:5FT, crasrifitoir, in<n«rc 

^5T^T, 

m(MK 

f^?W, ifa 

fH?55n, ^-HrCgfo^O! 

fnl*T*> ^Ttf^R 
$fcrJT 

%f&SR 

%5T, l^f^qlq 

%*ra& fsrft&$)n 


9.42. 

38.120; 43.157. 

229.163-4. 

43.163. 

40.138. 

246.34. 

38.125. 

40.140. 

41.145. 

61.304. 

36.109. 

37.119. 

228.153 ; 229.165. 

187.110. 

181.63 ; 184.86. 

175.17 ; 179.47. 

104.31. 

172.106. 

39.131. 

82.100; 86.114. 
248.43. 

46.179. 

164.44: 166.64. 

159.14 ; 161.28; 166.64. 

248.43. 

239.225. 

202 . 2 . 

43.160* 

30fn. 

44.167. 




3ku*y, 

i, ftffqftqta 

forc, w«r, Rwit, t$m 

Irkibtr 

;w 

tint, rrww 
tin 

tin, R>qtefqftRtn 
titi, wfgf^qtn 

tin, 

tin, qi^fq^n 
tin, sfeftRiR 

•v 

<Kt*R5 

«tR5S3*l3l) 

timfovt, 

«Kt5ST55!, p* 

StglCT&l. 3[5ft 

ti^t, R#lft$lR 
r;jt, qRiff 
eBumfer, 

RsgsrfpritCT, ^fqfRRto 
rsrir, 

RTRT, $?Ul 

%FG, WZ$ 

Rfl**!, «IR, Rfo ?X 


33.83 ; 55.255; 108 52. 

42.153. 

42.153. 

208.43, 44; 209.45; 215.80; 
231.176. 

226.138. 

21160 

81.87, 92. 
220.109. 
13.69. 
28.47. 

119.131; 132.211. 

30.64. 
64.331 ; 66.337. 

25fn. 
222.124. 
229.164; 243. tO. 

189.120; 194.148. 
235.196. 
227.147-50. 
38.127. 
60.293. 
196.161. 
175.15; 176.31. 
30.63. 
47.193. 
100.1, 5; 104.33-35. 
91.145; 97.189-91. 

84.107. 


10 
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wm, 

r v 

SRRT 

W8U 

\j*> 

ch*, 

sfoi, fafifaftqt*! 

ms, im, wfiidn 

' * S 

ms, ?fsfqfa$tn 
*ts, sfe, 

^ts, gzftftqtn 
rfta, gtafiftita 
sra, i^Rh4*i 
^m, m$ 

«sw, SR? 

fam, 5^1 

sjs, 5i3?fqf?i^n 

^StfsSS, 

%q, nmfq^q, =p 

mw 


94.1644 

138.250. 

153.15S. 
194.148. 
106.43. 

19.31; 20fn. 

27.41. 

28.50, 54. 

29.60. 

25fn. 

24fn. 

201 n. 

24fn. 

45.172. 

44.171. 

27.46; 28 48. 

60 300. 

<:2 316, 318. 

60.301. 

219.104. 

190.127. 
100.3. 

163.41; 165.52. 

11.51. 

40.136. 

10.43. 


^rssnjj*^ 


223.126. 

41.145. 

57.275. 
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v>v 

218.96; 219.106. 


138.249. 

i 


68.6. 

***** 3P> 

28 49,52. 

^rnpritt 

206.27 ; 214.71. 


63.322. 

WN* 

160.16; 163.39; 183.79. 

^feran, *nfa&!, ^]ft 

'6.55. 


223 127. 


82.101 ; 83.102; 189-90.120-5. 

jsrfonsmnn 

82-3; 101-2. 

^§13, q^OIIff, Ep|*^ 

209.47; 210.52. 

*33, 5fc* 

60.300, 301. 

^n. ^5ftqr^ 

173.2; 174.8. 

%z 

81.88. 


<l 

*nrapjcrc, ^oifaftqta 

127.116. 

«TOT?TC«i, ^>*oi 102.18 ; 104.32; 136 240, 241; 146.304. 

*nrgftfe?T, ^or 

102.15; 129.191; 147.311. 

m Tufa, *>*oiraf?i3to 

131.203. 

irsr^cT, s*a, aga 

33 79; 47.186; 166.60; H7.70. 

inR, *hw 

252.66. 

H5TT, cll^SR^ 

213.67. 

*nrar$a, **oifafa*ita 

' 109.58. 

jnrrBr^, ^oiftfaqta 

129,191. 

afiiag 

231 172. 

*n*i 

146 30. 

*ro. 

38.120. 

$*0] 

102.17; 133.216-19; 146.303, 304. 
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*Rt, »nSre > 8*32; 62.317; 78.67 ; 89.133; 191. 


133; 194.149 ; 220.111; 221.113; 222. 
124; 224.132:255.83. 



106.44; 178.42. 

totwei, sswftfMrn 

124.157. 

*I?TT*T*T, 

87.118; 89.132,133. 

*rfa, 

68.7. 

*TR, 

198-201.174.91. 


78.70. 


. 118.122; 123.156. 

«t%JT^55, 3lf|R 

139.254,257; 145.296. 


189.122: 198.171. 

*15, 

17.17. 

*151, 

40.138 

*1513*^’ *T°33f5f?i*itn 

91.142. 

*ro, gfeftftstn 

23fn. 

*1*^1, 

26fn. 

*i«r, 

25fn. 

*TO#, *11555^5 

246.29. 


207.34. 


234.189. 


233.182. 

*TfRRlW, 

109.56; 123fn. 


80.81. 


117.114. 

*I*T5*g«l, 55*51 101.10 5 

120.132-133; 136.243; 148.315. 

*ri spqt^f^fqqtn 

28.48. 

*i3, woif^ftqtn 

110.67. 

•s ^ r* r- ’‘v 

*R, Sigftftqta 

23fn. 
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*it, 

64331. 


16.11,13. 


33.100; 46.181. 


31.67. 


31.66. 

«WlSI, ** 

239.226. 

*mx 

250.55. 

airaf^r, jjg 

11.51. 

*JITOTO, 5^fq^tn 

41.146; 42.155. 


203.9. 


12.60; 187.111; 213.64. 

«nwft5, 

233.183. 

nwft^r, ^jqfaftqta 

88.123. 

wsffa, ^fqftqtn 

42.152. 

*tfwj 

218.94. 


233.182-7. 

*TT*q, (qi3J) 

12.60; 207.32, 36, 223.129 ; 246.29. 


223.129,229.160; 236.209. 


234.189-91. 

qres, snq 

159.13, 161.24. 

qfa 3.7 - 

11.53; 12.63; 13.69; 89.132,193 144; 

204.14 ; 206.25, 29; 252.66. 

qta, ^oiiif 

208.43; 211.58. 

qfa. 

192.137. 

*TT<rarw 

' 154 358. 

qfaqrc:^, ^oifafqqtq 

129.190. 

«ftrT5R?q 

207.36. 


237.213. 

nmqtsrm 

204.12. 

^ftcfsira 

190.135,193.144-5 ; 194.150; 197.165. 

ql^HT^cIT, ^3181* 

189.119, 193.144. 
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4A<Ml<wiun 

197.166. 

(-fesiuc^) 

228.1S6; 230.168. 


197.166. 

ift^TF^W 

204.17. 

iftmw^ra 

213.70. 


239.226. 

*ft?TT3n^ra 

198.171. 


196.63; 205.18; 218.96,221.114. 

ifamafwsw 

193.146. 


204.16. 

iftfo 

243.9. 


233.182. 

3*i, 0*^0, WfflWta 

43.162. 


240.230. 


240.234. 

JJHW^RWIT 

241.238. 

y^ti'T, UK? 

216.86. 

!P, 3?^H 

204.13. 

gsooifr, 

45.172. 


45.178. 

55 ^ 87.120; 110.65; 161.25, 27, 28; 162.38. 


115.100. 

gwrasfa, ^vn 

102.18, 135.235, 236; 150.329. 

3!W* 

12.58, 60. 


229.162-3. 

»i>raw, aRoifaftitn 

122.150. 

t 


217.91. 


221.117. 


203.7. 

iww, 

43.159. 

* 5 , (sm. 

228.155. 


17.17. 





30.62,64; 40.140. 


22S.1S3. 

*5**, m 

232.180. 

w (qj) 

231.174; 233.186. 

fISTW 

246.33. 

*5ifcq, qisit^fqfqSta 

VQ 

66-340. 

c#fMtq 

29.57. 

fliwnqwr 

227.146. 

*I*?55toT, fjfqfq^q 

25.55. 

*faT, atfqqqj q-qg 14.2; 30.65-8 5 129.187 9 155.363, 366. 

sfawff, jfalfqfqqtq 

31.6 7 . 

ifonbws 

156.371. 

iffa? 

202.3. 

Slqratfo*!, jfalfifqqfo 

31.67. 

*55TC 

52.230. 

*3roi, sqftqift-sfe 

19.33,21fn; 23fn. 

sfefqftqtq 

23fn. 

*ife?<ift (?) gfefesft (?) 

223-4 129-33. 

*%<r, qi? 

64.329; 65.332,210.55. 

q|? 

210fn. 


202.3. 

swiqqq (src^) 

202 3. 

sra* (ft), qwig, ^ffaf, qi«i 

208.43,209.46-55,212.61. 


' 208.40. 

sniftqiq* 

209.46 y 213.66. 

sjskU*:)^*, sififlfq^lq 

63.322. 

sraft(*)qiq*, qi^fqfqqtn 

64.331; 65.332; 66.337. 

sfaia, q*OI 

102.18; 134.224-6,147.308. 

qtof, 5^fqfqq)q 

37.118. 




wr*, wnfiPwta 

26fn. 

si*, sflfMtn 

25fn. 

m % 

*w, 3r^^, 

37.119. 


37.119. 

srcr, SflfafMta 

37.119; 40.135. 


221.117. 


109.57,219.106. 


101.6,109.57; 136.243,148.319. 


68.7. 


167.71, 74. 

HHtfrfEtal, 3?*R03@ 56.265. 


30 63. 


189.122, 198.172-3 5 213.67. 


223.130. 

*3*» **°T 

102.15; 129.192; 146.305. 

*3*> * 

©V 

25fn. 

*jfC, 5® 32.77 ; 41-42. 147-149 ; 58.284,124.158, 

129.192. 

*3*«i» 31® 

137.244. 

*3**» Wfo&IR 

159.14, 162.31. 

*3to, 

33.81 , 53.235-38 , 54.241, 245,248, 


55.251; 83.103; 108.50; 110.64, 
121.142: 130.197. 

*gn*. urtpsq 

237.217; 238.219. 


^3*srsim*, aw?rc 153.353. 




53.235; 103.23, 26; 107.48; 118.122; 119.130. 


*3*1, s 

Wt-SE'S&Wl 

^<112 


194.149. 
164.45; 167.73. 
175.18; 179.49. 
247.35. 




^ 1 , 

^*1, qi? 
wnwirci 


23 fn. 
35.100. 

213.70; 215.79; 238.223. 

1 . 1 . 

199.176. 



40.140. 

^ct, 


218.98, 99. 



218.95. 

srcf, 


223.130. 



30.62, 63. 



23fn. 


29.56. 



37.115, 117. 


188.118,190.130. 


> 53 

29.55. 



80.81. 

srm*: 


208.39,248.41. 


243.16,244.17,253.69. 

srw. 

m*> 

219.104. 


224-5.135-6. 

srrct 

68-78.1-68; 

90.140,91.141, 145; 95.174, 


97.190, 194, 196; 100.2; 104.33; 112. 
80; 116.106-, 123.157, 126.171; 129.188; 
178.43; 195.154; 196.162 ; 201.190; 215. 
79; 217.89; 218.96; 219.105; 221.113; 
^22.124; 228.157; 248.43. 

181-8.59-116. 




77.64. 

68.3. 

68 . 2 . 


li 
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194-147 ; 219.105. 

^ns55i 

212.61. 

SII&, 

188.118; 190.129. 

srres, qq*is? 

209.47-8. 

^TI^cT, flof® 

91.143; 92.152. 

68.1 

; 69.9; 72.30; 92.142, 152 ; 93.1:3, 

U) 

oo 

s» 

159, 112.77. 

r\ rv 

ItTtT^TtT 

52.232. 

Hjsr (3rr%^) 

232.1. 


227.148. 

feranfal# 

13.69. 


229.162. 

fasra?, 

13.70. 

cjig 

207.33. 

ferois, §3fiq^ 

175.17; 178.45. 

i^rwsr?^ 

219.105. 


238 222. 


164.45; lt>7.71. 

ra’^r^iT^r 

214.73. 


231.175. 

C'' r^r 

fersmqfl 

198.173. 

f^TS=rTI 

12.62; 23fn ; 52.229 ; 76.55. 

m?cn, ^SfMta 

1 10.63. 

wari, Sigfafaqtn 

23fn. 

rer?cri, ^raifaftSta 

26fn. 

T^cTT, 

17.24. 

fe??n, siRfafaSwi 

84.109 : 88.122. 

R« SIR 

84.108, 109. 

fowirwfs**. 

15.9. 

fegjjrr. 

221.113-6. 

fe-g, qq?q 

221.114. 
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242.3. 


28.49, 53. 

31*, aiftWT, gqif 

14.2,27-28.49-54; 84.10c; 85.110. 

31**^. ffrr^fqqm 

41.144. 

fw, aitgfaftsita 

27.41,42. 

%rfe 

193.146. 

^55, 3?f£ra 

216.87. 

%gT*rT, aifiwr, 3*1%* 

8.30, 31. 

%fer 

225.137. 


9.38, 40. 

srtfo*!, aiT^iq 

253.71. 


44.167. 




248.241. 

TOircw, fefqfWm 

37.114. 


169.83, 88. 

sififaftqtn 

63.321. 

t 


190.132; 191.133. 

^1315511*1*1 

211.58. 

fes[ISIC 0 lf^ 30 T 

231.176. 

few* qjfo? 95.168 ; 

97.188; 100.5; 105.35-6; 141.268; 

143.285. 



28.49, 51. 


61.302, 304; 104.35; 107.45. 

%x*\, 

40.138. 

ifa* 

170.S4. 


180.58. 


49.203. 


30.62, 63. 


218.97. 
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31 

3TO^ 48.194. 

up 68.4; 86.116; 110.65; 111.70; 125.163, 165; 

162.36; 163.37; 166.57; 167.66; 183.79; 
187.111- 


3TfT, aiRqq, SR2J3? 

14.2; 62-63.316-22. 

3J1TOVW 

210.51. 


182.66; 187.108. 


182.66; 187.109. 


73.37; 133.220; 134.225. 

3T3T 

60.299-301. 

315 

53 231. 

3Tg<TT, sfefoMHl 

23fn. 

3T?rcgFi 

212.64. 

3T^5, ^oi 

101.12; 121.145; 146.300. 

3TRfTr, 

68.1; 69.8; 70.20, 21; 92.146 ; 93. 

156-8,94.160 ; 95.170; 96.176-80; 
120.145; 122.149; 125.164. 

3H, 

27.40. 

3H, ep^oifijfqqln 

105.38. 

3TC, 

30fn. 

3ro, 

28.52. 

3n, 

84.105. 

3PJWI 

227.147. 

3!TT 

52.229. 

3T555TW, 

164.46; 168.76. 

3T^5fTtf*r^ 

165.76. 


223.128. 

3tttoj, siifiq 

207.38. 

5ira 62.312-15; 82.101; 85.110; 86.113 ; 87.117 , 


116.109; 121.141; 160.20-1; 161.23-4, 28, 
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162.35; 163.38-9; 174.13; 179.48; 186.97, 
187.109 i 189.124. 




85fn. 



179.48. 

stiffen: 


169.90. 



47.190. 

T^jasrm 


228.155. 

T3TSJT, sfg, SRpRlfri 


19.34; 22fn; 23fn. 

fStir 


29.58, 61. 



21 fn.; 52.229. 

13^, RIRlfRRRta 


26fn. 



25fn. 

^n4t 


19.32; 21fn. 

qjwnn, 


44.171; 45.177. 



28 53. 

1**1, 5!3^fqf?iqtq 


60.300. 

l«n, fofiftftqtn 


29.61. 

1**1, 


59.289. 

lft*cTT, flSRt 


37.115, 117. 

RRRR*R 


251.57. 

3^:f? 


237.213. 

3^5T, W 


202. 1 . 

3R*, Rjqt^fqfRRtn 


28.47. 

33T, 5|q>rqftRtn 


28.50. 

3R*, ^fqftqtq 


29 57. 


* 

15.8. 

SfT, §;#S5f^lff 


189.121; 195 155. 

fTC, ftafqfMfo 


52 232. 

iNn:, RR ; R 


213.70; 215.77. 
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* 


$rhr§, qpiw 

215.80. 


3 

aw, Jim 

212.65. 

%3T, j$fcrci!JF 

189.121; 196.157. 




181.65; 186.97. 

5JIS(^), srflftftftn 

63.321. 

5ire(s>)> 315 

1.2. 

5155, ^Tte[R?ISF 

188.118, 190.128. 

f^Sl^ft, 

189.119; 193.142. 

5*55(3*3), 5*3, ^ 

33.80; 47.188 ; 53.234; 112.77. 

5io5I1I?T(^55Io), iflft 

69.12; 77.61. 

5t55lf%cT 

197.165. 


3 

‘*l*\ fflftfjRlII 

39.128. 

5TW, 

42.148. 


229.165. 

*33T\ 

38.127. 

a?3t, 31 q 

12.60. 

5I??I 

52.229. 

5TCB, TOfiMfo 

60.301. 

<w:*5 

52.230. 

aw?, 3 [5 

227.147. 

arg. 

47.193. 

5TCrfr<T, 3NIS? 

196.157. 

5^0TK55, 

41.144. 


115.99; 127.181. 

erenrii^, ifefaftqtn 

22fn. 

5*4, gfeftftqHl 

23fn. 
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a%, 

88,125. 

a£a, 

15.6. 


88.123. 

aire, freq$ 

49.204. 

aa, ^ftercwr 

189.121; 196.161. 

asaifea, ^qi£ 

175.15; 176.28,29. 

a3#(?f&)ift, 181.61:182.69. 

tKSjeqgS, ^iu\ 

100.5; 104.27-32; 114.90; 141.272. 

ti55g^, 

33.81; 54.241. 

So5fo55TfacT, q*UI 

101.11; 120.136-38; 147.310. 

a^Fhtfea, q^U[ 

101.11; 120.121; 139.40; 143.283 ; 


146.303. 

trasn%i, tp^ai 

102.17; 132-33.214-15; 148.317. 

a«SS12^;(3TOo), qj^ 

63-64.323-25; 70.21; 71.26; 72.29; 73. 


334; 104,29-30; 114.91; 131.202. 


187.110. 

rr^Tffrt, qj£ 

64.330 ; 66.337 ; 210fn. 

rT^%rT, ^sftqft 

175.17; 178 41,42. 

aat^TT, 

181.64; 185.92. 

are* 175.20-1 

; 176-27, 29-31, 33; 177.35; 178.42; 179. 

49, 50, 

52; 185.89; 186.96, 100; 209 48. 

are??, £*c?q$ 

49 204. 

aif%?r( -aa), qi£ 

64.329-31; 174.8 ;2l0fn. 

ar^a. 

' 62.311. 

m^rea, q*<7ifqfaqta 

115.97. 

anrea, 1.2; 11.56; 14.73 ; 62.317; 208.44; 212.63. 

aroaa, qi^fiftata 

66.337. 

apreatf? 

195.153. 

<• 

area, ^qraiftar, ssrfqftata 47.187. 
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245.23. 

ST*fSH5<n, 

45.174. 


30,63. 

STlfS^Tfast 

245.23. 

rn5T^5, OT, 3TtfgS 

32.78; 44.170, 171. 

ST* 

250.55. 

ST**iT 

20fn, 2Ifn, 25fn. 

ST*S* 

251.58. 

ST*S*^fs 

237.214. 

st*t, a*fe;ra, sqw 

23fn; 24fn. 

sr^*r 

228,152. 

srcfcstas, fitflfiffrata 

16.16. 

srcprw, ;jss^ 

33.83 ; 56.260; 135.236. 

STS 82.97; 137.244, 

178.44; 186.96; 191.134; 192.139; 

198.171; 199.176 

; 200.183.204.12 ; 206.29; 207.31; 

214.76; 222.125. 


sis, 

203.5. 

'SIS’, ftfifqftqlJl 

44.17. 

STS^KST 

153.355. 

SIS^TS 

198.174. 

STSfJ^S 

230.168. 

ST^SSTS»SST 

201.190. 

sis^s^nste* 

224.132, 135. 

STS^f^T^S 

190.132; 221.113. 

STSS( ) 

.07.347; 236.211. 

STS*3*(-siTfcO 235.199, 203; 236.206, 208 ; 250.52. 

STS'STKST 

233.184. 

STS^TS 

178.41; 179.51. 

STS^^S, ^orfoftqtrj 

105.36. 

STSSnS 

231.172. 

‘sisfnsn?s*Ts\ 

39.129. 

4 

STSSTS 

191.136; 199.176-7. 



3icWid^<n. 

118.122. 


209.46. 


194.149. 

irtSWtaTCT 

204.12. 

m«555^ 

194.150-1; 200.1*2. 


1S.26,29. 


191.133. 

<TT3^T, 3^f3f*i 

54.240. 

cfl^fnT, ^fqftqtq 

54.240. 


197.169. 


190.129. 

m55Tg»Hrt?r 

231.175. 


232.181. 


123.156. 

araFcronra 

197.169. 

cTT^, 

35.100. 

fererfoife, 

188.113. 


202.1. 

fesjfa, 

63.320, 322. 


169.83; 170.89-91. 


50.213. 


181.61; 182.71. 

Brcq^ncoi 

185.90. 

faq-rGr!, ^ 

17.20, 24. 

fefe?5, fflSRK 

- 50.214. 

frt*fosrerp:tn 

186.99. 

fcRWR, qfg 

51.219, 220. 

faqwR, f Wfa ( 

51.216. 

%qf5Rtera, 

17.20, 24. 


181.62; 183.75. 
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maws 

213.70. 

1 


181.118; 191.93. 

r, 

43.160. 

^wiswn, ^afqftqta 

30.64. 


49.204. 

*ito, ^fqfqqta 

40.138. 


40.140. 

atararcor, c^fqftqta 

36.108. 

A Crv 

<rmr^R 

159.10. 

aHrBreror 

245.28. 

afafroTOT^ 

241.239. 


244.19. 


240.235. 

to 

2lfn. 

TO, srijjfqfiiqtJl 

62.315. 

to, qi^f^fq(ii4lJi 

66.339. 

to, f^fqftqta 

42.148. 

tot, gfe, 

19.34; 22fn: 23fn. 

TOT, fe*rfqftqt*l 

15.8. 

TO! 

22fn. 

TOT, qsqisfqftqta 

28.47. 

TO!, 5|f»fqfqqtn 

63.322. 

• 

toi, sfeftftqtq 

23fn. 

TOf, q#ft{qqtn 

60.293. 

aw, 5^ftWiq 

53.234. 

fro 77.64; 

92.147 : 93.155-59; 112.81; 133.215. 

froswrn 

132.207; 146.301. 


119.126; 13Z208; 167.67. 


175.15; 179.50. 
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156.369. 

faqare, ^<=r, 

32.76; 35-36.106.7 ; 55.252, 254,257; 


56.258:129.191; 133.219; 134.229; 

fay*?, 3*nw 

136.240. 

220.110. 


215.81. 

?s mw 

12.59; 13.65. 

Br^sr, ^aiftf^qtn 

122.152. 

Rrf^nfow 

226.143. 

fcrcrcr, *ift 

200.185-86 ; 201.188. 

afearefereai 

Vi \3 

240.236. 

5**^, 

40.132. 

SWX, 3^1* 

153.354. 

5WX, 

137.244. 

*rcr, qi? 

167.74-5; 180.56. 

S*TOr3 

190.129; 

s*rar, star 

30 65. 


q 

189.119; 192.138. 

, 5*cTfqftqta 

* 

38.123. 


169.84. 

^n?m, qftfff^lfqftqta 

V9 

67.342. 

^q^, q>w 

101.11; 121.141; 147.310; 

Z'zgW, 

33.84; 56.261.63; 115.97; 170.90,96; 

171.99. 

^rgrrr?, 5W 102.13: 125.163, 165; 141.272; 146 304. 

q^sqi^, 

91.144; 95.170-72. 

yxgqiyt, ^ 69.12; 76.57 ; 95.169-72; 96.181, 187-84* 


114.95 ; 115.97; 120.139; 125.163. 
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'3*31(5T, 1® 

mrnm ■* 

503 ^?!, 

503 TOTO, 3[#2^ 
j^tfsKT, fiftl 

5^5 £T, 

5?3^ 

sqfftfj," ^Rfi3l*i 


■WR, sW^imMIm 

Cs 

3OTJTOT 

$#itsK3, swSiwta 
3?, if® 

5FcI, 

3W, 

i^resrferc;, TO°i 102.1 ^ 5 

^T, tty 

5ft, 

5tH5»ra, $4 
#W55I«3>, ?<#fa$W 

fla«3, swfi&foi 
3:w, sfefiftflln 
3$?ww 


181.65; 186.99, 100. 
163.41, 42 ; 165.55. 

219.106. 
219-20.101-7. 
101.8; 115.97; 148.315. 

203.5, 8, 10. 
30.62-64. 

164.46; 167.74, 75; 168.77. 

59.292. 
25fn. 
24fn- 25ft». 

39.128. 
28.50. 54. 

240.230. 

37.114. 

129.189, 190; 144.293;. 147.308. 

19.31 ;21fn. 
38.122. 
198.174. 
42.151. 
45.176. 
59.289. 
23fn. 
23fn. 
227.149. 
196.161. 

223.128. 

193.143,204.11; 209.50. 

227.149. 


|<WWtn 
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3«srsf, ifgfqlWlii 

23fn. 


67.343. 

s5S*?ra$rc, 

252.63. 

€BI, sfe, STlfq^ 

19.31; 21 fn. 

sqqs 

6.21. 

^T»55 

152.342. 


138.253 ; 154.361. 

«f| 1.2 ; 11.2$ ; 50.212; 192.141; 204.16,205.20. 


36.112. 


242.7. 


47.189. 

%saRfci, ^afqftqta 

44.165. 

%5r^qar, qj^ojfqfqqtn 

135.231. 

^raorf?r 

. 45.172. 

%snf^rcm, ^iqfqftqtn 

84.105. 

WotTO, ^RfqfqqtJT 

85fn. 


158.2,4; 190.125,216.88. 

^1^1$, *Tta 

224.134. 

^5!qJI55Tf^%f^55r 

48.197. 


226.140. 


241.238. 


15Sff, 176.33. 


189.119 ; 192.140. 

TOffiTRi 

219.100. 

/ 

$5tT^Kf 

180-88.58-116. 


188.116. 

11.54; 

173.1; 174.14 ; 177.37 ; 178 42 , 

180.51 

; 183.88. 


230.167. 

jsfrreg, qra 

214.75; 251.59. 
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213-4.69-76. 


235.198, 202 ; 249.49. 


173-180.1-57. 

r -g 

221-118. 

itartasraw* 

221.118. 

^5fcw% 

219.104. 

^ffaSIOT 

11.54. 


188.117. 


188-98.117-73. 


214.73. 


70.21 ; 186.99. 


218.95. 


223.130. 


159-163.12-39- 


119.125. 

3[TO 

245.27. 

^'. (3W1), 3lftH4, J^K 

14.2. 

(it55), (ft 55.257 ; 105.39 

; 109.57; 115.102; 118.124; 

1 20.135; 121.147 ; 125.167 ; 130.199 ; 132. 

209;. 134.225. 

^5(55t>TT^ 5*01 101.11; 

109.56-7 ; 116.106 ; 120.135; 

132.214. 

% 


69.12 ; 77.61 ; 129.191. 

W<* 

224.134. 


225fn. 

$f£5T, S^f^Rt 1 ! 

41.146. 

flS, 

36.110. 

5 

3[fe 

221.116. 


221.114. 


221.114. 
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m 

saawrfa*war 

saafaansain 

•* 

sfawr 

safasi** 

vr* 

5*\, *lfr 

v •*. 

spu^pa 

ftar, %T 

fstfta*, IW 

ft^. 

qsR 

SltfllF 

fefaarc, s*<=r, tfga 

T5SKT, cHOT% 

* 

^3:5ROT 

«rfwg, 3*||1* 

^g, *ita 

sn*rare«T, sdqftqta 

*raa, qrcftfswta 
£i?jfk S€fftf*Wln 

^a, ffoa 


221.114. 
191.136 ; 198.174. 

199.178. 

199.180. 

200.181. 
52.227.190.130. 

199.178. 
198.174 ; 199.176. 

199.179. 
246.33-4. 

239.224. 
221.114. 
218.99. 
12.59, 67. 
58.283 ; 59.285, 286. 

200-1.185-7. 


202 . 1 . 
83.104* 
216.87-8 ; 246.34. 

241.237. 
189.121; 196.159, 160. 

216.82. 
, 47.189. 
47.189. 
228.153. 
66.337. 
40.134; 43.160. 

15.3, 7. 


i 
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49.204. 

*$q, s^fqfttrn 

38.122. 


25fn. 


23fn. 


231.176. 


42.152. 


35.102. 

*ir, afaifqftqta 

30fn. 

«ir, fsRtfqft^n 

17.22. 

wjiqfqftqtn 

85.110. 

«TT5T, 

43.162. 

vz, qq?q, 

216.83. 

aqqq, jfta 

212.65. 

>■ 

7.24. 

*33W5 

233.183. 


207.35. 


239.226. 



*6R, 

5fWI 


47.193. 

202 . 1 . 

67.345. 

7.26. 

61.307 ; 246.29. 


qR# 

SB 

5?<T. WW 
srm, sifi 

sim, tsiff 


60.295, 298 6 ; 124.159 ; 130.194; 133.217. 

13i.203. 

86.111, 116. 

30.65. 

62.316, 317. 

29.58, 61. 
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*T?IT, rISpfft 
5WI, 5IWT 

tost, 


37.115, 116. 

26fn. 

30fn. 


C, ^Tfaftqin 
ton*#, ^ferra 


47.193. 

159.14; 162.30; 183.73; 184.80, 81. 


TTVT^IrT 

M 

5?JW, 3WF 
5T*whw?r, *>?*? 

to, sig 

TO, ^I| 

5W?TTTO 


52.230. 

155.151 ; 193.143,196.159. 

170.92. 
62.314. 
62.312, 314. 
52.223-4. 
239.224. 
55.250. 


^ 61.307 ; 230.170; 246.29. 

?l^55$|OT 229-30.165-71. 

3.7; 6.17; 89.132; 154.358; 191.135; 192.137-9; 
194.150; 196.163; 197.165; 198.168-70.203.10; 
204.13; 205.24; 207.33; 214.72; 220.107; 221. 
118; 223.130,228.151, 159 ; 229.160; 253.69. 




154.358. 
228-29.151-64. 
254 80-1. 
233.185. 
192.137. 


?^cTT55 


' 251.58. 


196.157, 197.168,204.14; 


207.33; 220.107,230.167. 


qossfePratn 


99.197. 




104.31. 
244.18. 
243.11. 






^flwiFWWRTO, ^3f€I 

totot, 

•n<ii<rafi}fl, *ioi 
TO* 

TO * Tfrro* 


33.85,58.276-9. 
230.168. 

160.15, 162.36,164.46; 168.77, 
221.117. 

102.14; 127.180, 181: 147.309. 

11.52. 
240.236. 


TOST 3.8; 6.19; 7.25, 8.29,9.37; 11.54; 13.65,66; 

14.1;50.211; 51.219,61.302; 69.8; 78.66; 
82.98 ; 239.229. 

toto ** 7.25ff; 11.52. 

TOTO^Srefe 7.26. 


3 1 CTTO I*, 

to*N 

TOTOTO 

*if**5ti 

snftR'jat 

TOg*(-*i) 

TO 

TOTO* 

TO^ 

TOI^5I 

TOTgl’l 

snfir 

TO* 

TO*lf« 


219.100. 
6.22; 7.24, 11.52. 

123.156. 
6.19ff. 

228.156. 
226.139; 228.156. 

228.156. 

226.139,228.156. 

250.54-5. 
234.190. 
250.56. 
250.56. 
192.140. 
239.224. 
83.103. 
125.166; 130.193. 

8.35. 

218.99; 219.101. 

205.22. 
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sirai, sifera, aqiip 
sireraprefer, reRfqftqta 

w n « ft feq >, ajpoi 

snfere 

‘refei’. SafqffRtll 


216.83; 217.91; 219.100. 

234.191; 250.53. 
14.2; 26fn. 

90.138. 

247.37. 
117.117. 
44.169 ; 59.286. 



‘res**’. siaftfesto 40.134. 

5Rt, 58.283, 284. 

fSlffea, q*m 101.9,117-118.116-8; 145.297; 150.327; 

151.334. 

104.33. 







qi? 

fefrf&«, qi? 
fere. 

fere s w , qs<nfqf 
fenqoi, 

fel*3, «ISf 

few. q*°I 


100.5; 107-8.48, 51 ; 136.237 ; 140.263; 
141.272-3:, 142.277; 143.284, 288 ; 

144.289; 145.297, 146.300; 149.325 ; 
150.331,333; 151.336. 

173.3; 174.11. 
107.48; 108.50 ; 111.69. 
173.6 ; 174.7, 11. 

114.93 ; 117.111 ; 205.24. 
114.94 ; 117.111 ; 132.212. 

49.203. 

ip, 136.239. 

189.119 ;-192.141. 
87.121 ; 115.101; 125.95. 
101.9 ; 116.107, 108 ; 140.262 ; 141.271 ; 

142.274-5, 280 ; 144.289-90, 294 ; 145. 
295; 146.305, 147.311 ; 150.330, 333; 
151.334, 37-8. 





f?r?rs*, 


108.52; 115.99; 116.108; 130.197. 


169.81. 


sfe&fircm 

23fn. 



85.110. 

firtta, 


62.314. 

foiw, 

32^ 

24 fn. 

ffRJTSlfrsiS 

234.190. 



123.157 ; 128.183. 



68.7. 



99.197. 

rs r 

rjw. 


80.79. 

T^ST, 


15.5. 

w|?i, 


59.287,292; 109.58. 



106.41. 


Wkftftqtn 

88.122. 

rv r 

TfT^, 

siraftfrqta 

86.113. 


sfefafMta 

23fn. 



26fr. 

H^5T, 

3$ 

61.307,62.311. 

ftfrl, 


101.10; 119.128, 129. 

RI^TT, 


61.302, 305. 

« 

RfrTT, 


30.65 ; 31.67 

■ 


^vn 

101.6; 109.58; 145.296. 

RgB^TfT, 

101.12; 122.151-53; 147.311. 



52.230. 


sis^S^n 

60.300. 

m-.wjj’a, 

qT8lSft$ta 

26fn. 

foro, 5^a, 

33.79 , 46.180-83. 




fa*!*, swfiftqft 

fifta, 5tafifa$m 
faroW, ??a 

fattfiTH, aRWf 

fa*<F*. *w 

fa«ft*, csrfqftqln 

foqna, ara 

fowrc, ippa, ffiaafjs 

fa^a, si§w4 
fwgfeaa, foa 
at^, qm 

at a a aigq OT , 

iftaiftwa, 3*fafa«iln 
atafawa, wiaHla^ln 

atataafa, q>*oififaata 

atfaa 

alTista 

ataraa, %*rfqfaqto 
ate, ^afqfaaia 
=g*, ®n?iq 

;jjjc, q^oi 100.1) 102.17 

143.287, 290, 
150.329, 331. 


47.188. 

109.60. 

15.7. 

35.104. 

30.62, 64. 

23fn; 24fn. 

198.172. 

41.146; 46.185. 

200.184 ; 214.76. 

216.83 : 251.60. 

63.320,321. 

15.3; 16.13; 108.55. 

49.202; 51.218. 

61.304. 

61.308. 

89.131. 

119.125. 

243.15. 
242.5 j 243.9. 

17.23. 

42.149. 

10.43. 

133-34.222, 223; 142.277-9; 
145.295; 146.305; 148.317; 


-m^qi^l(f^qa), aRf 69.11; 76.53, 54, 57 , 111.72 , 125, 

163,126.177 ; 133.222. 


3grramtea, qRtf#fqfa*ftn 


181.62; 183.76. 

67.343. 
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nr 1.5 ; 2.4; 3.6 ; 4.10,11 , 5.14-5 ; 6.18-9 ; 8.32-4; 
11.51-3, 55 ; 12.63,14.1 ; 33.83,88 ; 34.89, 92, 95 , 
50.211 ; 53.235 ; 55.249, 256 ; 56.265; 61.302; 69.8; 
78.66 ; 82.98 ; 83.102 ; 97.191 ,100.4; 103.22 , 136. 
243,158.4, 5 ; 192.137 ; 194.190 ; 195.153 , 196.160, 


163 ; 197.165, 168 ; 204.17 ; 205.21; 226.145 , 239. 
229 ; 252.66. 


31.66. 


62.314. 


1.1 ; 1.3, 5ff, Pp. 158-227. 

*jTrT, 

65.335. 

'OTIS 

208.43-4. 


Pp. 6-157. 

*1313 

192.137. 

^TT3I55f 

217.93. 


6.18. 


126.171. 


11.54. 


212.229 ; 237.239 ; 243.11. 

3*1VI3«T, SROfgq 

137.246-7 ; 138.249. 

jjrrayoi 

11.5 Iff. 

jjtrfosrr 

228.151. 


33.81, 86; 34.89,53-8.235-82 ; 72.32. 

^TTg^cTSn^T^ 

103.22. 

95H 11.50, 52 ; 14.1ff; 34.94 ; 51.219, 100.2 ; 190.126, 

128 ; 192.141 

; 194.148-9 ; 198.172. 


193.144. 

5SWWPI 

103 21. 


242.1. 


ll.SOff. 

•i«345U5W 

229.165 
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fSififlfisita 

%*3*» aqf^^zr, gqiir 

gsfafMtn 

*<W, ansft 
TOfocT, Rkh 

•s, 

*iw, sremfcpl 

«imn*H 

«ira 

<i 


202 . 1 . 

103.23 ; 105.37. 


202 . 1 . 


194.149, 

29.60. 

242.1. 


3.6 ; 14.2 ; 48.197 s 77.64. 
23fn ; 24fn ; 25fn. 

43.161. 


25fn. 

195.156. 

248 . 42 . 

9.36. 

242.1. 
17.20, 23. 

80-81.86-93; 83.104. 

241.237. 

154.358. 

231.174. 


^^SRltrl, 33.83; 56.259; 78.66; 112.76; 126.170. 

33.83; 56.258; 78.66; 110.62; 112.76 ; 
113.85; 115.99; 116.109; 126.170. 


q symw 

qsjtfwi, s^rcta 

Rtfoi 


79.77. 

/ 

35.103. 

20fn; 21fn; 22fn; 24fn. 

242.8. 

44.165. 

208.43. 

207.35. 






q?flT 


q asfo qrR, qT^ 

qcrcteq<R, 

q^fw, aiqga 


qarai, 

«im 

q?R5cnq?vi 

q«r, g^fqftqta 

q*, q^RW 
qqq»q 

qqwfftrqq, qsqfqftqta 

q^wffirqq, 
q*r*tai, sraga 

qsrqsqf^oft, 

q?rawa 

qgrq^RqjT, qfeqtosrefa 

qsnsrq, sifiiqfqqln 

q^qo^T&q 

qtifg^riifa 

qn^r, snqfqftqtq 


209.47, 49. 
166.63 ; 167.67 ; 184.834 ; 187.107. 

38.123. 

169.88. 

108.51. 

32.76 ; 34-5.97-105 ; 53.233 ; 54.243, 247, 

248 ; 55.253, 256 ; 56.260, 265 ; 59.286 ; 
113.87 ; 116.107; 118.118 ; 120.133, 136; 
121.141; 132.211 ? 134.228. 

38.121. 

38.126. 

239.225. 

40.138. 


215.77. 

13.67. 

103.20. 

11.50; 219.100. 
32.75, 77 ; 41.141, 142; 58.276 ,126. 
174-5. 

42.148. 
221.117. 
58.279. 
188.114. 
63.322. 
245.26 ; 255.81. 
141.267. 
84.107. 


®!3ffrc 

§;# v qiq 


139.254, 257 ; 146.300 ; 152.349. 

159.13 ; 160.18. 
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<rcrf*r, ?g 

118.120. 

few 

15.4; 16.15 ; 113.85. 

181.62 ; 183.78. 


156.370. 

qfa*3, 

( 

49.203. 

qfefe^r, 3 ^ 1 * 

139.255 ; 141.268-9 ; 152.344. 

qfcqta. wrafififoi 

88.125. 

qfeqtf, 313 

200.182-3. 


169.81. 

qftq&T, 

49.206; 50.210, 211; 133.224; 

- 

135.233 ; 156.370. 

qftq£*mr, nf% 

200.182, 183. 

qftqfia, 5W 

104.34; 118.121. 

qfeqTfer, few 

15.3 ; 16.10; 115.102,126.178, 180. 

qfelrT, q»w 

102.16; 131-2.206-7. 

q^lrf, vg,rer 

54.244, 248 ; 55.253 ; 56.2t3 • 58.276 ; 
113.87; 119.128; 125.167. 

qfcfTreftfaa, a*3Ff[* 

139.259; 151.337-40 ; 152.346. 

qfel^rr, 3fi 

62.316-7. 

qfcfrer, |fcf 

106.40 ; 121.146. 

qfcsre 

45.172. 

qfeis?, ailgftftqta 

27.45. 

qdsr, swftfoitn 

' 46.185. 

qq^3> ajjffR 139.255 ; 141-2.273-4 ; 144.289 ; 152.347. 

qqf^s, fetffaftqtn 

15.9. 

qqfqt^r, 

175.16 ; 177.35. 


33.82 ; 34.89 ; 55.253-4 ; 107fn. 

qgq, wfifiSta 

38.123. 


14 
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187.110. 


16.5. 

utz, 

174-180.14-58 ; 187.111; 188.116; 

196.161-2; 198.170,201.190 ; 204. 
16; 205.23 , 206.27-8 ; 207.32, 
212.63; 220.111; 221.113.117, 
228.158; 230.169. 


253.73 ; 254.76. 


215.79. 


13.66. 

<Tiftr(*?c, ^ci) 

87.121 ; 107.49 ; 110.66. 

tnftt^i, iftci 

154.360. 

<m, arcistf 

23fn. 

qra, efgfqftqta 

19 36. 

<na*, en«^ 

24fn. 

<JIcR, *!$$ 

25fn. 

<mt, qifw, 13.66 ; -74.40 1 203-7 ; 205.21 ; 216.83 ; 

219.101 ; 228-9.151-64; 234.193 ; 246-9. 
34-48 ; 250.51 ; 253.74. 

<nsr?pr 

3.7. 


231.173. 


226.144 

qiaroiaf^ 

240.230. 

313, 3lf^33, 315? 

14.1 ; 63-6.323-37. 

3 T3 81.87 ; 82.99 

; 87.120,88.124, 127 ;• 89.129-30, 

132, 134, 137 

; 93.156 ; 94.163 ; 95.174 ; 100.3 ; 

103.24,26; 105.37; 106.44; 109.59; 110.66; 

111.69-70, 72, 

, 74 ; 112.77 ; 114.91, 95 ; 117.113, 

116, 118.119 ; 

; 119.128 , 120.136; 125.167 ; 129. 

187-8; 135.232; 155.363; 160.17-9; 162.33, 
36,163.37 ; 204.17 ; 219.105; 222.124. 
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173-80.1-57 ; 181.59. 


210.51, 53. 

qrqf*#* (fiwr) 

68.4; 118.119. 


68-78.5-68. 

qrqqirct. 

180-8.58-116. 


190.129. 


175.17 ; 178.43. 


67.342. 

qiqqR, Utarenir 

189.122,198.170. 

qiq*rq 

210.55. 

qiqvnra 

169.88. 

qrqgqqai 

77.62. 

qi^pv, wfifipito 

36.112. 

qrq^q»(*l)(fe3) 72.27, 32; 155.364 ; 156.368-9 » 157. 

375 

; 183.76 ; 184.70. 

qtqfo^ 

207.37. 

qrqsrcui 

210.54. 


97.186. 

qrq^r 

200.186. 


174.11. 

qiq*qfefq» 113.83-4 ; 

115.102; 118.124; 119.126, 

127.180 : 

147.309. 313 ; 160.19 ; 164.49 ; 


166.62 ; 167.68-9 ; 170.89 ; 173.4 ; 175.22 ; 
177.34, 40; 179.49; 184.82, 84; 186.99, 
101 ; 201.189, 190. 
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66-7.33845 ; 89.134 ; 90.135, 137 ; 161.26 , 

166.59,173.5 ; 175.20-2 ; 176.27-8, 31-2 ; 177. 
34-6, 38 ; 178.44 ; 179.46-7,49, 51 ; 180.54, 56 ; 

185.92; 187.113. 

242.4. 

_ 102.13; 125.168. 
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• 120.137. 


115.101. 


165.53 ; 166.58 ; 173.4. 

«wfaro rot, staftftqta 

47.189. 

^irc^, fpq^jq 

230.168. 

qu^qqtq^i 

230.168 ; 234.193. 

qrc«q 

252.65. 

*tq#, «lf*Hq, Sllf 

14.1 , 60.294-8. 

<jM 1.1 ; 104.28 ; 105.36 ; 107.47 ; 111.69,116.104, 

120.136, 138 ; 121.142,146. 


17.21,18.29. 

<*iq#SKRT, q>*0f 

94.165; 100.1 ; 101.9; 117.113. 

qrq#^cTI, =qift 69.11; 74 

-5.42-3 ; 93.153 ; 94.165-7, 171, 

173; 96.176, 178, 181, 184 > 97.186-7. 

189, 192 

; 98.193 ; 117.113. 

<nq#*r, m i 

64.329 ; 65.334. 


139.254-5 ; 141.270-1. 

qiq#5T^5I, ^cT, 

43.163. 

qr>^T3, q*uj 

102.14 ; 127-8.182-4. 


175.15; 176.30. 

qr^iq&T 

24fn, 

q>J0l 

101.9-.; 117.111-2; 147.307 ; 


150.331. 

»Tt»irq(*gfe)55VfacT, 

15;7; 17.25. 

'H’inrcnfcr, ^ftqis 

184.87; 186.100. 


33.84; 56.266-7. 

qiwrcrcor. 

184.81. 


16.11. 


139.256 ; 144.293-4; 153.350. 




109 


17.21; 18.29. 


17.20, 25. 

wfaata*, fsrclftf^to 

15.7. 


175.16; 177.38-9. 

u»areaifs«. 

175.15, 20. 

<nf&i 87.120 ; 110.62 ; 

119.126 ; 122.151; 155364 ; 160. 

18 ; 161.26-7; 

162.304; 163.37; 169.86; 176. 

27-8 ; 178.41 ; 179.46, 51 ; 183.76 ; 209.49. 

<nf&igFFT 

209.49. 

q] 2 [ 

64.329 ; 65.334 ; 210fn. 

qif^n^rpr 

210.52. 


WJFai 75.43. 

v <nf&ran?#*ra, ^Nh 

160.15; 162.32; 182.68. 

qrfroi^rr, 

181.61 ; 182.68; 210.52. 

^nfwrfos, 

160.15; 162.34 ; 185.91. 

<jrera5<n, 

40.140- 

fafegaiTO, qi^fqFtqtq 

65.333. 

55i^q?q 

154.358 ; 216.84-5. 

faqrew, 

29,59. 


211.56. 

Rre, 

35.102. 

q<JS3 

91.143 ; 92.151. 

fa%3, 32 «b4 

24fn; 25fn. 


253.73 ; 254.76. 


30.62, 64. 


17.24. 


10.44. 

<tor, q<Jr, 

42.149. 


15.8. 
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j-^tr 

12.63. 

i-vm 

13.65. 


14.74. 

3 ^(^o), sifora, mw 20 fn 

; 21fn; 23fn ; 24fn; 25fn. 

3($)f*3, im 

206.25 ; 214.73. 

3 *Hrora*» 

246.29. 

3tnjq^5 

175.376. 


181.65; 185.94. 

3 *:srctf<n, ^ftq^ 

187.110. 

3 *:srairenr, 

187.106. 

3*:fc«r, ^itaK 

187.113. 


173.2; 174.7. 


185.92. 


245.24. 

33 *, frns, aifoqw 

1.1; 10.48. 

3 *qKTsfa, 

35.104. 

3 ?, f^faf^Rin 

44.167. 

3«q, 

35.101. 

3 *q*ifHiq»T, 3U31J? 

12.58,63. 


47.189. 

3^3^, SSJ, tfga 

33.80 ; 47.189 ; 104.29, 30. 

3 «qirteR, 

43.160. 

3*«reraTOHi5, 

89.131. 

3*qT3^rfe 

213.69.214.74 ; 253.73. 

mn, srrcfifWta 

88.123. 

yqis^rfef^qV^rsi, ^ft, wrafqftqtn 

161.25. 

yqrrew 

43.159. 

yqtq^, sdqfMta 

35.102. 

JW, ^ 

202 . 1 . 
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9.3S, 37; 3Z74. 

«n5i5 

208.39. 

l5T«5or, 

67.342. 

T*» Wt55 

27.46 ; 28.48. 

T*» ^ 

60.300-1. 

6.19 ; 138.253 ; 
69-76. 

154.357 ; 205-7.21-42; 213-4. 

4lur 

154.357. 


138.253. 

^51, 

17.25. 


135.236. 

S^ofrUR, qiftfqftqta 

61.306. 

2 E, aifara, to* 

14.2; 60.299. 

^T, iflg 

51.219-20. 


66.342. 

33 ft 

24fn. 

^ftqiq 

187.113. 

sgfcJtfoa, q$fqftqta 

61.304. 

q*oj 

101.7; 112-3.80-5 ; 147.308. 

<Z$c<%'*, ^qiq 

173.3 ; 174.10. 

2 gtaR<ra, %Otwm 

159.14; 161.26. 

^ftqiq 

175.16; 177.36. 


43.163. 

^(Ij^rc, wq, qra, w 

211.60;214.72. 

qt^q^ig^nr, arife^ 

223.126. 

snuftra, 

59.287; 60.293. 

srcww;, qgsqqfogor 

226.138. 

sTWTfT^®r, *R°ifqftqta 

117.111. 


74.40. 
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9.41; 10.43. 


208.44. 

q*rc*n, 

194.147 ; 228.153. 

«5T5, 5*afaftqta 

37.114. 


12.59, 64. 

awfct, ^cifaftqln 

45.172. 

stow, 

36.107. 

qftas, 

36.108; 42.155. 

q%*i, fsrctfafritiT 

15.6. 

qfcmra 

200.189. 

q%W 

241.239. 

qfiWHqK 

240.232, 

qfoq£, q^, *?i35*i^ 

216.83. 

qfrg<3, art, gi 

13.67. 

qftg^, qK«B 

232.179 ; 236.205 ; 249.50. 

qra^g, f^fqftqta 

44.169. 


105.36. 

qfafffc 

253.74. 

SRft^ 

246.30. 

q^rcirf, 

124.162. 

q^rif, 3tfT, sifw 

8-31 ; 14.2; 228.157. 


71.23 ; 79.73 : 80.85 ; 140.262, 264. 

q^%oi 

170.94. 

s^%<n¥W<n 

170.95. 

q^nr«lf?el 

169.87. 

qqn, 

36.108. 

qq*s?, ifta 

211,58 : 220.107. 

snRcmif«RiT 

234.191. 

qqt*H, srfqftqft 

25fn. 
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SWT’JT 


53.231, 
197.166, 

armor, S5JSW 189.121 197.166. 

mfo?, wteftRqta 28.47. 

115.97. 

smta 3.6 ; 7.24, 27, 28 ; 14.74 ; 49.202 ; 112.77 ; 117. 

114,120.135 ; 188.116; 193.143 ; 204.11 ; 205.19 ; 
221.115 ; 228.158-9 ; 250.56. 

swtms(-f^) 48.197 ; 49.200 ; 228.152. 

mrfaifefe 204.12. 

sraftwK* 105.39. 



10.49. 

SI55tfo?T, 

31.67. 

ST^tRJrf, ?5R 

24fn. 


43.161. 

srfsrer?:, 

81 -2.93-7. 


82.95. 


105.38. 

ST%5T, 

36.107. 

sr%5^», 

23 fn , 24fn. 


206.26, 28. 

srft, 

15.5 ; 18.29. 

srcrer 

195.156. 

m=psr, %m*\ 

31.70, 71. 

c 

135.232. 

msafot 

swfqci, *R0T 

102.18 ; 134-5.230-2 ; 148.316. 

srsn^ 

19.35. 

sr^lT^, 3TW, 3^3^$ 

13.69. 

stcttsr. 

42.151. 


is 
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TOrtor, 

160.22 ; 162.37-8 ; 183.78 ; 185.94; 
186.98, 103 ; 187.107. 

TOrfor, qj* 

84.108. 

TOlftWj qR$ 

60.294, 296. 

TOrfra, *JJ 

52.223, 226. 

TOTfal, TO* 

86.111, 113. 

TOiftm, 5ffr 

75.46. 

a^a, gsqstf 

24fn. 

TOW, *fa 

172106. 


230.177. 

TOnatfeaqra*; 

226.141. 

q^mgtfgrcmnoi(ofq^) 

207.36 ; 240.236. 

sw^nra, ssiftfiRtii 

40.136. 

asw. aia, ara, wa 

212.62-3 ; 213.66, 69, 70; 21..78 ; 
220.108 ; 221.113 ; 224.132 ; 243. 

U 

10; 252.64. 

Sl^q, Waftf**!* 

126.171. 

TOt, ftfrfqftqt* 

35.100 ; 41.146. 

srfg, f^ftfqqtq 

35.104. 

srigara, TOafiftat* 

90.138. 

arqjgjtoa, fo*rfqf*qta 

16.16. 

siT^f, sift**, qifaq* 

8.35 ; 12,61. 

sn$a, cfRW# 

23fn; 24fn. 

HTTRVJ 

241.239. 

apn, %fqftqtn 

27.40. 

sh4*t, q*<nftf*4l* 

132.211. 


52.229. 

ana, &ftq?a 

173.3; 174.9. 

ft*** 

240.230. 
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foronsfcn, 

108.55. 

fl^ror, 

215.77-9. 


205.19. 


191.133. 

9$i%«9T 

191.141. 

VR$Q 1 

249.46. 


238.222. 


237.213. 

aftfoa, $*oi 

101.9 ; 116.106. 


132,211. 


207-11.34.58. 

sre*m?F 

248.43. 


211-13.59-68. 


207-8.3442. 

srctft. 

207.37 ; 211.60; 212.65; 213.67. 

sifcsns, qsqtefqftqta 

28 48. 


87.119;90.138. 

site 

207.36. 


216.86; 220.107. 


191.135; 198.172,200.182. 

sftfesnfn 

204.14. 

S^fq^fRlT, q*Difqftqtq 

111.72; 131.205. 


«TTT55 # 

$qte 

$?$f3r, %ftf?rata 


✓ 


41.142. 

90.138. 
122.151; 185,93. 
27.46 ; 28.48. 
27.42. 
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TOT, 69.9; 71.24-5 ; 

75.44,116.108; 117.115; 118. 

123; 119.127 

; 131.206; 135.234; 146J301. 

TOT (&5T ?) 

181.65; 186.101. 

TO*, Wf, *!*«>, 55T^. 

216 84, 85, 87 ; 218.97. 

3TIS& 

9.41,42. 

TOR^fe^r, s*3fqftqta 

43.156. 

srfo(<£3TT), stfifaffrota 

44.165. 

*faRffnRgtf t ^-3?cgf&«B?0T 

163.43; 166.60. 

5Tfr^4 

63.320, 322. 

35 . 

35.104. 

*1^, 

225-7.13746. 

*m, 

43.162. 


44.171. 


38.123. 


41.142. 

*T§(qT:), a^ftqq, 

14.2; 51-2.219-26; 109.56. 

311^55 

164.45; 167.70. 


132.212 ; 134.228. 

?trawirft 77.60; 97.158; 118.121; 132.207. 

STTSISWd, 

169.83, 85-6. 

a^gfqfqqtq 

26.39. 

V9 

66.342. 

fas^q;, fii^fqfqqtn 

16.13. 

foTO* 

53.236. 

^ffrST, cTRlRMn 

24fn. 


231.7. 

^VTr^TJ, efo wrifii 

18.30; 20fn. 


202.1. 
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flWWWio 204.13 ; 234.189-92 ; 235.201; 245-50. 


28-53; 254.79. 


249-50.48-53. 


704.13. 


231.173 ; 233.182. 

— ft ^ 

154.360. 


43.162. 

ang. 

159.13; 160.21. 


*» 


28.52. 


47.189. 


205.19; 220.112 ; 224.135; 230.168. 


223.128. 

*W, ^tgfq^n 

27.40. 

*w, gg$faft*itn 

28.50, 51. 

m, sfefaMm 

21fn. 

• 

31.72. 

w, 

46.179, 181. 

«i«nfvn, ?fe, wfi 

19.32; 20fn. 

kwito, 

24fn. 

*raw», gswinfifipfoi 

31.72. 

STSTRsrt, sfi, IB 

20fn; 24fn. 

W&i, 

44.171. 

VTW(^fct), 3*I£$ 

207.38:220.110. 

/ 


248.39. 

*n«3, w 

197.169. 

snfas*;, ^fc£Q 

222-3.125-8. 

snfJtifcKta, 

59.285. 

«rrc, caHMn 

47.186. 

1 
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TOS, 

81.87-90. 

«n55 

120.134. 

TO 1.2, 3.7; 10.47-48; 

11.50; 13.67-8, 71; 20fn ; 21fn; 

22fn; 23fn; 24fn 

; 25fn; 26fn; 53.234; 78.71, 

88.124; 191.133-4; 204.16 ; 205.18, 20. 

to, 

189.119; 192.137. 

TO, 

10.48. 


226.139,240.232. 

*n^w(*if*T<r) 

193.146, 196.157. 


196.163. 


22fn. 

TO*, Qt* 

10.47. 

wra*i 

205.48. 

*rrar$ifira 

196.163. 

*rrari[?fs 

192.141. 


193.142. 


11.50. 

wfas, miff 

13.71. 


205.20. 

*nf**i* 

250.54. 

wp; 

206.34. 

stni 

225.137,226.140. 


233.185. 

sri*i^<i(-3Tf5ra, -foro?) 

207.35; 226.140. 


239.225. 

fogt, 

229.161, 163. 

tit, 3$raf?rato 

61.310. 


27.40. 

tft, 

28.50. 

* 

4t, 

29.57; 30.64. 





59.291. 

4fei, 

29.57. 

*farr, sfe, 

18.30; 20fn. 

q*orfqftqta 117.113. 

3* 

85.110; 86.113; 112.80,192.138. 

jpwasftfoB, W! 101.12,124.160; 148.318, 149.325. 

**01 

97.192; 102.13; 125.167; 141.269; 
142.279, 143.287; 145.298; 149.325; 
150.338. 

Tgajfrfea, qiq 

114.92,169.86; 171.97,208.42. 


69.11; 75.48, 49; 78.68; 92.151 ; 95.171; 
96.177, 182 ; 97.192; 125.167. 

^rwTf^i, q*oj 

100.1; 101.8; 114.92,148.317; 150.329. 


192.139. 

(?) 

77.60. 


180-85.58-92; 188.1.6. 


68-74.1-39. 


229.161. 

45.172. 

*JJF>355 

91.141-4:92-94.146-63. 


184.82, 85,201.187. 

ajfiraratn 

187.113. 

aj*TT$%*3TC, qi*T|#fqfa$ta 67.345. 

^nt,(qi) 3»i||q 

9.36 ; 207.38; 244.18. 


49.213. 

*ta. 

216.85, 86. 

*iq 

227.147. 




JhsrtfigRT, 

wot 

WOT, 



wot, 

«*OT, 

»*rc, 3WfR 

wrc, 




srre, ires, »rcrg3 

i 

wrfl, ^ift 


^N?gfawoi 163.40; 164.50. 

229.160. 

71.25,140.265; 141.270; 145.299; 187.109. 

61.303. 
156.371. 
23fn. 

139.255; 142.275, 276. 

102.17; 133.220, 221,141.268; 142.279-80; 
145.295,300,305; 147.308: 151.335. 

64.328 ; 91.143 ; 92.146-8; 151.339: 153.350; 
155.362; 224.135. 

32.75, 77; 42.150, 151. 


68.1; 69.12; 76.56,92.147-9 ; 93.154, 159; 
94.164 ; 95,168-170, 172, 175 ; 96.181, 182, 
184; 97.185; 107.45; 108.54; 11279, 119. 
129; 130.196; 132.207; 133.220-2, 195. 
154; 212.63 ; 215.79 ; 219.105 ; 228.158. 


wrO, i;5ft 

awr 

W, sifoqq, gqijf 


169-172.83-106,186.98. 
181.65; 186.98. 
172.100-6. 
207.37. 
163.42; 165-6.57-8. 
63.320, 321. 
20fn, 25fn. 
14.2; 20fn; 23fn; 50.212. 
19.35,22fn ; 197.165. 


32.75; 33.80; 47.192, 193 ; 52.232; 
127.177. 
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Wqfqftqta 
**3^, WfifWfo 

*S3fc, 311113 

% 

ffsftferfsara, 

«i» q«p?, wo? 

irffcrercj 

*T^(-fqw), ^r, is 


243.13- 
242.4, 
242.6, 7, 
89.130. 
38.121, 

216.88; 247.36; 254.77. 
175.18,179.51, 52. 

226.138. 
200.183; 206.26, 29, 

216.83. 

126.175. 

243.14. 

237.215,239.229; 252.67. 


**33, 3?$qw? 34.91; 68.6; 90-99.139-198; 215.79; 

218.96; 228.157. 


9*33, qrg 51.219,221. 

9*33, 79.72; 80.80, 81; 107.45, 48 5 109.58; 

111.68; 124.162. 


*f"33, ^rflftqta 38.120. 

JTO33*r(sHfc0 218.99; 220.112 ; 225.136. 

9*33&ira 71.25; 170.94. 


9U3339fq?Wi, q^oj 102.13; 124.161, 162; 143.287; 145.296. 


245.26. 

JTft, sftftfMta 23 fn. 

JT9 53.231. 

wz, fqtflfqftqln 15.9. 

row i ng , 126.179. 

imfrowr, qs^oift^qtq 135.231. 

WH*, 31$ OBWtaftWTG#) 73.36. 


I 
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imgl, 101.8; 115.100, 101; 127.181; 143.283; 

145.296; 146.303; 151.334. 

JTOffr 69.10; 73.37, 38. 

139.258; 146.303 ; 155.362. 
JTOtrfte, mr(R 139.255 ; 142.279, 280; 152.346; 153.349. 


WR, 

**(rre<n), 

u^afear, ssw 

swsrc 

JT^I55^, STH 

*f^T, gfe, 

9T^«sai^a; 

*53313*1, f^faPrata 
JHInH 

«s<if 

Hjinn 


164.47; 168-9.81-2. 

31.66. 
115.101. 
22fn ; 23fn. 
26fn. 
31.71. 
17.17. 
84.109. 
46.181; 47.188. 

73.38. 

73.34. 

101.8; 115.102, 103 ; 143.283. 
139.256; 143.283, 284; 152.343. 

84.109. 
181.62; 183.77. 


19.34 ; 22fn.; 23fn. 
223.131; 227.147. 

251.60. 


54.241. 

235.197,202 ; 236.210. 

226.142. 


228.154. 

193 . 142 . 

244 . 21 . 
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awr 

198.174; 199.175. 


42.148. 


43.157. 


198.174; 199.176, 177. 

jmrccafsafaa 

199.180. 

jtkrt, 

79.75. 

I??, aga[R 

234.194-5; 236.205-7. 

a«m*, 

22fn. 

»«r*nwr 

49.201, 202 ; 51.218. 

*ram*R, *>*urfaft3tn 

115.103. 

ZTHI39 

52.227; 190.129. 

iraifqa** 

199.178. 

— - fN fs 

JT^Ti8p3rwi?rjf?i 

199.180. 


250.54. 

awrerera, g^jrjfqftqtn 

31.70. 

a^mcrer 

199.179. 

um 

205.20. 

ag^TTCR, SITjjfaftiR 

62 315. 

*Rta*, ^3181* 

189.120; 195.152. 


31.69; 195.152. 

ipfe 191.13J; 192.140, 

141; 195.152; 196.158; 201.191 ; 

206.27 ; 221.116; 226.145; 229.162 ; 239.225. 

*f95R[ 

245.24. 


193.142. 

a^fara 

248.41. 

a^, 

26fn. 


248.41. 

a^ISfl, 

59.291. 


16.14. 



m 






wn, srgrarswn 
jrofosr, 

«f?», qi<? 
tot, qq;q, to 

sfe, sqffaifci 

*g 

sircfqftqta 



zks t, ftq 

mf^SrJsNTO 
m%$l, qj^oigq 
JTt^T^ft) 
^TT^qmi^(^f?i) 
*r«ra«i 






TO-^ft 


11.52; 

228.158 


250.55. 

20fn. 

102.16; 130.196; *48.317. 

130.196. 
23fn. 
181.63; 184.80. 
40.136. 

64.329; 65.333; 2l0fn. 
206.27; 215.78. 
19.32 ;21fn;23fn. 

245.28. 
80.84. 
36.109. 
243.15. 
14.73. 
36.107. 
138.249. 
233.183. 
237.215. 
240.236. 
59.292. 
200.182, 184. 


159.10; 198.171; 203.10; 212.61; 


3#**, 4i?q» 
TOT. 315(4 


; -240.231. 

227.147. 

231.175. 

231.172, 

235.198; 236.205,207,209 ; 249.49. 

9.41; 248.39. 




ifWfeswsrc, 

38.121. 

5*3, *Kfg3 

32.78; 44.164, 165. 

?JS*5T» S 6 , 

19.33 ; 21fn. 

3*5*03. Sqffec^ni 

85fn. 

3 rmf^fevw, ^eiSf^^n 

43.162. 

g^rcr<3, 3501 

247.36. 

9 tKTf^TT«T 

243.14. 

gfo, 

231.176. 

5^, »»f, 

13.67. 

3^sr, srfw, »wfjF^ 

8.30,31. 

3 ^T, 315*1 

206.25, 26. 


234.190. 


189.121:190.126: 195.156. 

g^rcm 

31-32.69-74; 50.212 ; 87.121 : 195.156. 

3 *»ft*:, 315$, WR 

231-2.172-8 : 236.205, 207 ; 249.48; 


251.62. 

3^rWt 

233.187. 

g^Ri 

214.73; 230.166. 

1^, m$i 

43.160-2. 

g^tpnro 

233.182-8. 

g^«PTTRRt 

235.200; 236.207, 211: 250.51. 

gmngwfaif 

232.181. 

h 

grcrotfatj; 

66 339. 

gmrorv, 

' 135.234. 

g®iww 

245.25. 

gW?R^ 

208.39. 

3^, $aMHln 

53.233. 

gfo 5^, «Kf§5 

32.77 ; 41.145, 146 ; 57.273:70.20; 


127.182. 





33.85; 57.272-5. 

gsaqfeqa, ^i(t, 3iftai 

70.21. 

Jjjsg? 

52.229. 

q$fqft$ta 

59.291. 

*jf^r, qraig&fiftqta 

66.340. 

ijf^r, gzfqftqta 

25fn. 


15.9; 17.17. 

S*afqftqto 

47.188. 

*FV& IT, 

68.1; 69.11; 75.47. 

tfa, aitfg<T 

32.76; 36.110. 

TOfaf> feq 

11.55. 

wtsffqftqtn 

85fn. 

3%> g|q>3qioi 

28.51. 


66.341. 

• 

TO 

206.28; 220.108. 


40.136. 

TO* 

190.129. 

TO13* 

251.62. 


227.149. 

TOST** 

12.57. 


35.102. 

^ST^T, filfTfaftqta 

29.60. 

^?3ST, ^qoi 

247.36. 

ftsWfftracTT 

230.167 ; 232.181. 

m^, f^qv^ 

49.203. 

Ste*, 

49.204. 

jftfer, *«rrc 

87.119;90.135. 

^flRTcT, flfqftqta 

25fn. 


248.40. 
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wfci, wrafofwtn 

88.123. 

*JNt, 

29.56. 


V 

tT^T, OTTO*, OT*, OTTO* 211.60; 212.65; 213,66, 


69, 70; 220.108 ; 221.113; 
224.132 ; 232.179; 243.10. 

tTORTft 

238.223. 

trefoil 

208.42; 217.89. 

trefoifo 

208.42. 

treforoTfoft 

253.71,72. 

^foweire 

253.74 ; 254.76. 

trfa, fpffqftfo 

37.118. 


47.189. 

tirerere 

217.92. 

grero, tig<i 

33.79, 80; 45-7.172-93. 

*£5, 

68.7. 

qra#5rqftft*ito 

128.183. 

55 , 

93.157; 99.197. 

gsrcra 

' 245.25. 

*itn$a f *«ir 

84.106, 107. 

tftrer, qo^sfqftqtn 

96.179. 

for, ara 

206.27. 

tjfo 217.89; 

219.100; 221.115; 228.151, 159; 

244.18. 

■ ” 

< 

* 

*«(*$), »wn5 

10.44. 


42.149. 

TOt. A 

49.203. 

a 



m 


HF, 10.45; 82.95; 165.52j 202.2; 

203.5; 205.22, 24;.208.42; 
214.72; 217.89; 235.196; 
237-9.212-29; 243.11; 249. 
48; 252.67. 



10.434.244.18. 


218.97. 


137.212. 

_c 

205.22. 

*fS|3fel 88.123; 

205.24 ; 208.42; 214.72; 217.89; 

218.97, 

VO 

00 

• 


208.39. 


238.219. 


67.343. 


207.34 ; 226.138 ; 230.170 ; 231.173. 


3064. 

rn, anqfaftqta 

80.86. 


84.107. 


20fn. 

SHIITE 

207.38 ; 246.32 ; 247.36. 


181.64:185.88. 

« 

*WH5I 

197.168. 

**? 3.7 ; 7.26 ; 

13.67-8 ; 19.31 ; 22fn ; 23fn ; 24fn ; 


25fa ; 205.20. 






25fn. 

18.30 i 19.31 ; 20fn ; 21fn; 22fn ; 23fn. 

224.134. 
. 41.146. 
228.153; ,241.238. 
189.121 ; 196,163. 
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252.65. 


7.26. 

flqiqfr, gor 

191.133 ; 207.34 ; 215.81 ; 226.139. 


224.134* 


204.15. 

*Fl, after 

211.58 ; 218.94 ; 224.134 ; 252.63. 

*m*Nras 

233.185. 

*Mi5«rT*ira 

241.237. 

rroits*, after 

252.63* 


207.35. 

*i*n55iq 

212.64. 

trofer, after 

250.54. 

arsrr^q 

244.18; 245.28. 

rrcra, qspq, 3J3Q5 

240.231. 

TC?q;, qq;q, TOJTCje 

215.81; 216.83. 

aura. 

216 -8.84-97; 238.219. 

aiSP&?*»q 

217.91. 

aifsm 

233.182. 

ftqm, fa ft 

202.1. 

ftara^TT. rriftofT, fli^qqjq 

211 59 ; 213.70 , 214.71, 76. 

ftj raj^f,q|jf 

80.84. 


80.84. 

ftgf^sr sHWRqiq 

38.126. 


, 47.191. 

ftfa 

192.140. 

, q»qt®fqfqqtq 

28.48. 

3USW 

220.110. 

^SVJ, qWJIf, *&&33 

209.47, 50. 

^qjqfafaiqTn 

85fn. 


17 
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45.174. 



226.139 ; 228.151, 153, 159 ; 230.169 ; 



244.21 

; 248.40; 253.70. 


q?;q 


215.77. 


24fn. 



206.34. 

bar, 



188.118 ; 190.126-7 ; 192.141. 

bm (^#5KT«T) 


198.170. 



72 

.32 ; 154.358 ; 155.363, 367 , 



156.368, 372-74 ;157.376-7. 

bj^T, 

q»fe 

118.121 

; 129.187; 155.363; 156.369-70. 

b^, 

mm 


129.187 ; 155.366; 156.371. 

bsTS, 

qr? 

129.187 ; 155.3634 ; 156.369; 157.375. 

ba?i, 

SfT 


155.363, 365; 156.370-1. 


^5%er, ep^oi 


102.17 :132.209; 150.331. 



157.376. 

T^«T, 



166.60. 


qi<? 


112.78; 114.96. 

b^, 

m 


112.78; 114.96; 115.97. 



139.258; 

140.266; 148-9.315-24,153.348. 


% 


27.43, 44. 

b%a, 

w, s*a 

114.92 ; 119.127-9; 120.132, 138; 121.143 ; 



125.168; 

126.169; 128.185; 134.230. 

bba, 


33.82 ; 55.250-1 ; 72.32; 106.43; 110.64, 


67; 116.104; 124.160; 127.178, 180; 
130.196; 131.204; 132.208-9, 133215; 
134.223, 227; 149.322. 


it? 

wi 


147.307, 313. 
25fn. 
148.318. 
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61.302-3. 


30.65 5 31.66. 


202.1. 

fa 

52.229. 

fa, sraarftftqta 

60.301. 

rtn, 9rraftft4ta 

86.115. 

farf, 

15.9. 

ifai, gspiftftJto 

28.52. 


60.300. 

itawr. 

29.55. 

sifowai 

10.48. 


42.155. 

tta. sitg^frT^ii 

27.40. 

tta, 

25fn. 

*K gftfaftqta 

15.6. 


80.84. 

fa, ftffafjRta 

38.126; 48.185. 


113.88. 


203.7. 

fa, wf#n 

117.113. 

fa, cTRTf^f^^tH 

23fn. 

fa, qiaififaqta 

26fn. 

fa, gswiftftstn 

31.71. 

fa, *fl 

' 20fn. 

fa, wrcfafWft 

80 84. 

fapfom, vwfiftita 

131.201. 

9 



235.197. 

wm 

48.198 ; 78.66; 110.66; 120.133. 
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55f!^fk*. ^-3^6?^ 

o5f5T, SJf? 

55%*. ^ft??IRIIf 


43.162. 
185.95; 229.165. 
232.178. 
231.172. 
163.42; 165.56. 
187.108. 
189.121; 197.167. 


^rfffnry^RT, ^$7$ 


181.62; 183.79. 
175.18; 180.56; 183.77; 186.103. 

110.65. 


ssnn, ffgPrftsfta 


23fn. 




88.126. 

«575nfercT, 19.32 ;21fn. 

33.83; 34.89; 55.256-7; 58.282; 87.121; 

103.23-5; 105.37 ; 114.92; 120.132; 

121.141, 145; 127.186; 134.223,230; 

135; 235; 149.326; 151.336. 

216.85-6. 


c3*J, Siegel? 

*sm, 





557 , ji; i 

557, ||f 

^Tj-jeiT 
55*^35* 

55*153*1 

557J?rK^^ 

553512: 

553513 , 



38.122. 
173.3; 174.10, 11. 
102.15; 128.186; 143.2S6; 150.330; 
151.337. . 

IS.53; 82.97; 192.137 ; 194.147-8 5 214.16. 

189.120; 194.147. 

251.59. 

194.150. 

, 218,97; 220.109. 

194.147. 
122.149/ 
56.258; 


r » 
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55S5TI%B*i, 

55%, 

<3%a, ^oi 
55%3, Jjg 
3%rT, 

55%3, $rfqfq%| 

«*v 

afert, TO® 

55%rTT, 2%, 

55feclt^cT 
533%, ^$31^ Iff 

55£*:T, 3I3W5R 
55f^rr, 

ssr^rrrcs'ft^, 

ssfrtfsr;, 

55155?!, 

«5R*?T 

55T^T 


101.11 ; 120.134; 147.310. 
188.118; 190.131, 132. 
101.6; 108.52-3. 

130.199. 
33.85; 34.89; 58.282. 

25fn. 

91.145; 97-8.192-4. 

1 

16.13. 

91.145; 97.186, 188. 
19.33; 22fn. 
225.136. 
189.119, 193.143. 

251.59. 

35.105. 

43.161. 

228.155. 

27.42. 

228.151-2. 


55t«J 

sis!, %/iflfMta 


12.57. 

1.2, 3; 3.7,4.9; 11.56; 12.57, 195.153; 208.44. 

18.26. 


aterar-.; 


WF;i~ 


r** 

■' - «i 

*'' a 


55Fril£, x <i) 


11-14.56-74 ; 207.36. 

12.57. 

188*198.117-73; 20M90 5 204.17; 218.95 ; 


219.105; 220.111; 
‘ 228.158. 

« 

55T^!I'!?, VM 

®t*hx*wn 

•% 


221.113; 222.124; 


12-14.58-72. 
■' 197.167. 

1 79.77. 


* 
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55to, ^ui 10J.6; 108.55, 

139.261 ,140.264; 146.303. 


1.3; 13.68. 

3*351, 

16,10. 


43.157. 

sfterfem, wraUMta 

86.114. 


179.46. 


175.17; 179.46. 

4 4 

36.112. 

few. 33« 

28.49, 51. 

few, fasiftSratn 

l j 

29.61. 

fefeft, fefl 

29.58, 61. 

&S, 

28.51. 

3fa 

24fn; 48.149 ; 225.137. 


226.143. 


7.25; 17.18. 

sterns, Stgqw 

82.99. 

<?ji , fir^r 

29.58, 61. 

3*551, cTSl'ft 

37.115, 116. 


5&55T, 53 

"\ 

wtesrfasrj, 

<*N«r, 33^R^4tn 

f 

♦ . t_ 

95T3fa*f 

WWXQ 204.12 

* ' 

www, rwfefswro 

whw, vwfi£mhr 

m*3, %< 


29.55. 

101.8; 116 104-5; 148 317. 
15.4; 17.17; 116.104. 
164.45, 46,167.67-73. 
163.41; 165.54. 

28.51. 


227.149. 

221.113; 222.125; 224.134. 

38.) 2). 
29.58.60. 
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TOT, 53 29.57. 

59-60.287-93; 81.87-9; 82.99, 103.25; 104.34; 
106.42,108.55; 109.58 ; 110.61-2, 64; 111.68,74 ; 
113.86; 114.93 ; 116.104, 110; 119.131, 120.143; 
122.149; 126.182; 129.188, 192, 131.204; 133. 
215; 134.229. 



101.7; 110.64-6.147.308; 148.315. 


82.101; 189.124. 


80 . 81 . 


29.61. 

% 


41.144. 


45.176. 


253.70. 


227.148. 


35.100. 

« 


58.283; 59.286. 


207.38. 

srts. 

38.123. 

q«fr 

204.16. 

Mr. 

10.44. 

MtaT55 

218.98. 

Mrsrc, 553^3 

215.80. 

(C/. above) 

207.32. 

s&i, aircr^ 

10.43. 

^0| 

100.1; 101.7; 113.86-91; 141.273. 

S&rr (See next) 

119.131; 138.251; 194.148. 

*far, m 

107.49; 108.55; I23fn ; 126.175. 

TO, 

215.81. 

\ 

A. ^ 

«§Wc, cRfi^r 

f\ 0b 

64.32-8 , 131.206. 

*RW, qft 



m 


3&rre, ifa 

154.359. 

33313, ^#*3151 

159.14 ; 161.27 ; 183.75. 

33313, 50, ^3^ 

33.80; 47.190, 191. 

3$, 

25fn. 

333TCT, 

35.101. 

3553, 3$ 

61.307, 309 ; 71.24, 25; 119.127. 

3553, aRPrf 

23fn. 

3553, qR 

73.36; 76.50; 77.58 ; 89.134 ; 110.65; 


155.367. 

3553, 3llfI3 

247.36 , 254.77. 

33313*33, 

44.165. 

3&3, aw 

89.134 ; 126.172 ; 174.9 ; 194.148. 

3^3, «W3 

101.6 ; 108.54. 

3^3, qqgft 

33.86 ; 58.282. 

3&3, *313 

87.119 ; 89.134. 

3&3, 5*3 

34.79. 

3^31, 3faT 

30.65; 31.67. 

3^3*3, ¥>W 

61.309,100.1 ; 102.18 ; 135.233-4. 


26.39. 


3$r, z/ ffam 


3*H5rffi?n3 

HN4 


;£K‘>I v'? 


< • IM* 

3fKt* *l?d 

^Tnn^; 223.129 ; 235.199, 203 ; 236.208, 211 

31* 

3m, 



38 . 122 . 

202.3 ; 219.100. 
218.99. 
154 360 . 
254.78. 
37.114. 
252.63. 
; 250.52, 54. 

4 

8.35. 
38.125. 
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TOroff*R*, suss 

*iwfcrerc, 

mforct 


7.26 ; 103.20. 
^11.57. 
246.29. 

226.138 ; 230.168 ; 240.234 ; 246.29. 

8.29, 35. 


TO, mn 231.177. 

TO, jzftft^il 25fn. 

TO*£fa*T, 58.281. 

TOTOtro, 47.190. 


TO* 207.32 ; 219.105; 220.108.221.117; 227.148. 


TO* 

TO**7% 

TO*TO* 


204.13. 
212.62, 64 ; 250.54. 

230.166. 

240.233. 


TO 11.53 ; 12.62-3 ; 99.197 • 178.44 ; 198.171 ; 204.14, 

17; 206.28; 207.33; 210.59; 216.82; 217.89; 
218.95, 98 ; 220.108 ; 224.132 ; 227.148 ; 232.180 ; 
253.73. 


to, ntaig*i 

198 172. 

TO, 

198.172. 

TO, 

192.137. 

TO«hf^f£r 

232.180. 

TOTOSTTO 

253.71. 


205-7.21-33. 

TO<rs[fo, ftfei 

205.21. 

TO<reft, 

205.21. 

toto 

226.145. 

TOTOlSIT 

198.170. 

TOSTO 

230.166 ; 232.179. 


231.173. 


18 
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sn*ngn 

qiffltftpnW 

STTH^, 

gtirra# 

grrcci (fNrc«r), 

(%*), 

«rr^TKT, aw 

**wfaf¥ita 

(^fts), q^iff 

fihzifp, ai°w 

fihRtfe, a?lg 
ftffo m, ?flgl 

fim, xk 

5\iei 

fqsn?a, $*oi 


221.113; 

207.36, 

* 

231-2.172-81 (234-6.193-211. 

231 174. 
194.134 ; 207.33. 

222.125. 
193.144 ; 196.160. 
211.56 ; 223.126. 

232.18L 

% • r 

223.126. 

61.304. 
223.128. 
91.145 ; 96-7.183-5. 

169.84. 
202 . 1 . 
42.153. 
243.13. 
81.87, 91. 
80.79. 


208.43 ; 211.56, 57 ; 213.67. 

13. 
212.63. 
49.203. 
27.43, 45. 

26fn. 
211.56, 57. 
237.217-8. 
26fii. 
136.293. 
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fasten, 

19.34 ; 22fn. 

fetfrisrcn, sffe, sqfonfo; 

22fn; 23fn. 

fefol, q»*°I 101.8; 114.95-6 

; 143.281 ; 144.289. 290, 

292 ; 146.304; 

150.328-9; 151.337. 

fo*m, qjar 

123.154. 

fafonfsra, «bw 

101.12 ; 123-24.154-57. 


49.203 ; 155.370. 

Mfcraa*. sto^i ^ift 

75.45. 


182.66 ; 187.106. 

forrc, Brctfcftiiin 

16.10. 

W**, ^ftais 

178fn. 

faft*. 1P53 

91.145; 96.176-9. 

fqfosursfo 31*1 

207.32, 33. 

fo&qsrf^T, sffefaftqta 

23fn. 


69.9; 72.28; 124.161. 


175.16; 177.37. 

faforerom 

233.184. 

forra, feofqftqtn 

15.6. 

fo^raW, *8nqfoftiiU? 

89.131. 

few 

177.165. 


118.118. 

fo&, srfeftqin 

25fn. 

fora, fsrciiqfogtn 

15.6. 

fora, 

43 160. 

/ 

fo?f*m, sfe. ^fonfa; 

19.33 ; 22fn ; 23fn. 

fora, ^iFiiif 

189.121 ; 196.162. 

fonfoi, 

175.15; 176.27. 

fonfofo)a, 3£*s# 

24fn ; 25fo. 

fqWH 

202.2; 239.224. 

1 
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%TT5S 

211.57; 212.61. 


158.2. 


226.140. 


63.319. 

• 


124.159. 

f^grof^graiftora 

129.192. 

• 

fosr, *?Tft 

125.166. 

fegrTCUfcT, 

120.134. 


246.33 ; 250.53 ; 255.81. 

n 

169.83 ; 171.95. 

fira^Rs, mm 

139.256 ; 143.285, 286; 152.344 ; 
153.352. 

fej.^l?cT, ^oj 101.10 ; 118.119 ; 143.285 ; 147.311. 

Rr^FcTT, 69.12 s 77.58 ; 78.68 ; 114.95 ; 118.119. 

•* 


170.95; 181.65 ; 185.93. 


207.37. 


15.3, 8. 


46.179. 

fkftqpi, % 

26.37 ; 27.40, 41. 


87.119; 90.136. 

ms^Irr, w 

101.10,119.126-7. 

RlftsTO, 

88.125. 

% 

fc<rafcra&t, aranft 

200.182. 


33.81 ; 34.90 ; 54.242 ; 126.170; 
128.185; 131.205. 

WRfaPwta 

79.77. 

Rrsraw, m 

196.163. 


84.109. 

sfg, 

19.34; 23fn. 
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23fn. 


158.2. 

rasw, sqtgfeftqtn 

27.44. 

fesW, sfeftftqm 

23fit. 

fsr^q, ftftfqftqta 

17.24. 

frown, sqf*Rlftg 

19.33 ; 22fn ; 23fn. 

ftniTO, 

79.77. 

ftgwu, 

85fn. 

fonK 

39.129. 


12.61. 

fosnqscnqsq 
« ^ 

199.180. 


200.181. 

ftaferei, ®q 

191.136; 198.174; 199.177. 

\»t 

199.178. 

frofo3Rnn??T, rffosnfa 

199.179. 


100.3. 

iroragfl(-w), ^orfqftqtq 

108.53. 

fesnsrorcie^Tn, q>^fqPi^n 

124.162. 

feoSWI^I 

190.132; 196.160. 

fq53i$?rqfelft, qrqfqftqta 

66.336. 


244.19. 

festfoa, 

24fn. 

ErateR, arftqq, 3qit 

14.2. 

fer^m (qq^r), mfrqqwra 

' 10.49. 

fesrfq 

T 

166.58. 


26.37, 38. 

fan#*, swqtf 

i 

23fn. 

fqqaq, ^fteftqilf 

189.120; 195.15?. 

fqq^cr r q^oj 102.16; 

132.208 ; 148.316 ; 150.331. 
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femfti, qisf 
fere, Kraftfe* 

fe«l, si?3 
Rriasre*, fiififafeta 
fe*r, «pf. See fafe 

fefe 

fem 

fen, ssiqtf 

fe™W, sfe, sqfejft;* 
fe*, aiogq 
feirgjsft, ^qfeH 
fere 
fel^ 

fere, sfefqfeto 
fere, sfe, sqferfci 

fel^ c^tfefafe 
fere, 

feifer (fe*<m) 
feww, 

feqyW, q^&T 

fewn^, a«reR 

feqiffe, <jqferercq; 

Br*SS, wwfafWto 
fej> 


60.294, 295. 
24fn. 
79.77. 
62.312-3. 
29.59. 

240.234. 

169.93. 
197.167. 
181.64; 185.91. 

49.204. 

244.21. 

44.171. 

19,32. 
212 63. 

160.16 ; 163.38 ; 184.83. 

52.229. 
61.310. 
23fn. 
2lfn. 
59.291. 
16 14. 

19.32 ; 21fn ; 23fn. 
139.257; 145.297-9; 152.344. 

101.8; 114.93,94. 
139.258 ; 149.325-6; 152.343. 

85fn. 
79.75. 
53 237. 
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fairer, 

site 

fiteft. ^W»4 
fo-nfa, 

firerpn, 

ft<*?Wr(«reg), 

fesw, 


102 13 ; 125.168 ; 147.311 ; 169.88. 

26.37, 39. 

88 122 . 

49.203. 
40.134. 

156.371. 

< 

45.176. 

107.46 ;.110.61; 132.213. 



24fn. 

Ql 

25fn. 


59.292. 

?fg, r, wife 

19.31 ; 21 fn. 


244.18. 


189.121 ; 196.158. 


91.145 ; 96.180-2. 

5 * 3 $# 

30.63. 

sfalRIcR 

251 62. 

fa, cWlftftqUl 

23fn. 

fa, 

26 fn. 

fa, jzRRSIji 

24fn. 

fa, 3<3#fafo$tn 

31.71. 

fa, r 

218.99. 

/ 

fa, siHraftsta 

80.84. 

fal, «fe, «r 

18.30 | 20fn. 


1.3. 

^er, sfltg 

27.43,45. 


38.120. 

cflSWfo 

199.178. 
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102.16; 117.116; 120.132, 134; 131.203 ; 
151.336. 


120.134 ; 122.153 ; 126.175 ; 128.185-6 ; 
130.196; 131.203 ; 132.212. 


102.17 ; 132.212-3 ; 141.270 ; 150.332. 

ffaW&fel, q>*UJ 

102.14 ; 128.185 ; 147.308 ; 148.315 

iterant, *wirc 

139.259 ; 151.334-5 ; 152.344. 

frofar, uw 

100.1 , 102.18 ; 134.227-8 ; 148.317. 

fWWR, &ftf*TH 

159.13 ; 160.20. 


59.291. 

%n, q^orfqftijto 

109.60. 

Wpbi, ^j|?§ 

216.88. 

taldftl4«M, 29.61. 

%«rar, s^to* 

246.30. 

WlW 

245.24. 

M 

6.22. 

^rm. fteiftftita 

58.284. 


26.38. 

?fTTOq 

239.227. 

sR*l» fllfoWR 

10.48. 

TO*. '% 

26,37; 27.40. 

^5!T^T, ^wftfspfol 

35.105. 

k*> 3*111$ 

158.2 ; 216.88 ; 221.115 ; 225.137 ; 
244 19,21 ; 246.32. 

^5* 

174.7. 

sra 

245.27. 

|c|tI5f 

10 49. 


23fn. 

tsiRl, 

79.72 ; 79-80.78-9 ; 1C4.35 ; 129. 
187 ; 157.375 ; 186.96. 
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102.15 ; 129.187 ; 136-243,142.279 ; 
143.287; 148.315 ; 149.223 ;151.336. 
139.256; 143.287-8; 152.346. 





159.13 ; 160.22 ; 161.74. 
79.72-5; 83.103 , 103.26; 116.104 ; 
129.187 ;130.194; 132.214. 

237 214. 




102.16 ; 131.204-5; 139.261,142.277 ; 


143.281; 145.295; 

sg ft fgi ftg fe 


150.327; 153.352. 
164.47; 168 79. 
37.114. 
253.69. 
175.15, 21. 
19.23. 




23fn. 


s?n^55cn, 

wifclWn 

an&fc 3ji5i5 
sqi-ftui?, 53 

anRi, §p>rafMw 

smRi, 

arona 

sqi?rm, 

aruitqfsffltn 
stiwm, siraftStfta 

aim, 

HWf 


84.107. 
127.176. 
9.38, 39. 
29.55. 

28.51. 
23fn. 

82.97, 98, 100. 
62.311. 

28.52. 
62.318. 

95.169; 97.191. 

80.79. 

47.193. 

110.64. 


19 
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49.206; 50.209; 104.34; 116. 
107; 126.169; 132.210;133. 
224, 135.233. 


123.154, 134.227. 

qia[ 

119.128. 

sillffr, 91g, ffct 54.244, 248 ; 55.253 ; 56.263; 58.276 ; 

118.121.121.142; 122.150; 125.167. 


106.40; 113.87; 121.146. 


188.115. 

• 

sitwra, 

127.185. 


16.16. 


79.77. 

srtei 

13.64. 

cfter, 

85.110. 

51 

ST3Bs£<J, ^[ftfSlftqtTI 

72.27. 

100.5; 106.424; 146.300. 

StTS^rei, 


91.143; 94.160-1. 

STratSJl, 69.9 ; 

71-72.26-7; 92.146-7, 149-53; 

93.153, 

156-9; 94.160 ; 106.42; 161.166. 

5Tfa>, 

40.138. 

SlfeiqtesT, =qi^fq^n 

68.7. 

srrcwrsrc, 

40.140. 

3TtR5X§5T*», 

,!i ^ 

36.110. 

wfi, 

23fn. 

- tf£, sqfaqifa 

19.33 ;21fn;23fn. 

®i 

206.28. 

* % 

SNlRrta, 

. 202.1. 

1 B 

> 

» * 

iisq, :: f? 

231.176. 
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37.114. 


8.30,31; 31.69. 

sram^A:* , 

43 161. 

5T«*teqTS5|, 

43.160. 

srenf, 5*=iflftq|q 

39.131. 

5TO, S^fafqqln 

35.102. 

5!S1$!?T, l^ftfqqtn 

47.188. 

5R5RTra»! 

227.150. 

STSWTrR, Mfiqfqft^n 

80.86. 

STSTftfer, ^nqfqftqlq 

86.115. 

5!Smta*, ;qjq 

80-81.86-92. 

STSWte*, qfq^K 

81.93. 

SHSjfterc, qo^5|qfqqtq 

91.142. 

5T?sro?n?niT 

197.168. 

5T^nn5r^q, ^ 

227.149. 

STT^sTT, 

7.28; 8.31-3. 

SnffSS, 4T3^ 

235.200, 203 ; 236.206 ; 24949. 

*TT555 

202.2. 

SM, f^fqftqtq 

59.285. 

STrcrcmm 

233.183. 

4.12; 5.14, 16; 6.17 ; 1-58.4 ; 240.231. 

3Treroi?:*T(-%f%r50 

240.231, 237. 

fersn, q&ft 

230.171. 

roinq^ 

202-5.1-20. 

S«r, awga 

32.77 ; 40.139, 140 ; 57.274 ; 255.83. 

fisFsHSJF^ 

208.39. 


223.126. 

fens? (*fM&) 

1.1. 

5*af4f?wtn 

44.166. 
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rercsri, «nr 14.1, 15-18.3-29; 31.68; 81.87, 

89,90,92 ; 82.100 ; 84.106, 108; 
86.114; 108.55; 110.61; 113.85; 
117.116; 121.169; 136.241; 162.66; 
168 78, 191.131. 



39.131. 

RT55TqTCT, 

35.103. 


223.131. 


220.108-12. 

ftTS|«TTR 

220.110. 

f^r^isr 

220.112. 


202.3. 

rsrofwr 

230.167. 


192:138. 


• 

52.229. 


27.40. 

5ftcT, 

28.47. 

^TtcT, 

28.50, 52. 


66,340. 

W, 

15.8. 

^TTrr, 

29.57. 


46 179, 185. 

^‘trrqlffer, ^Rfqftqfo 

87.117. 


59.291. 


241.237. 

3*3*3, ftfT, 3?%t 

32.76; 40.133-4 ; 53.233; 114.89; 

p 

119.130; 135.234. 


223.126. 


198.174,199.175. 


205-7.21-31. 
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211.58; 233.185. 



215.80-1. 

a*j?, 


12 60. 

g^iftcT 


204.17. 

?pqsnsi 

206.28, 30 ; 211.59,251-2.57-66 ; 

^crfafsratn 


44.169. 

^T, ?fe, sqfq^lRq 


19.32; 21fn; 23fn. 


216.85-6. 

3>JW, 


36.112. 

*zm, szftftqfq 


25fn. 

sqwrc, sfaftqtq 

Oy. 


25fn. 

jq^TC, g^qorfqfqqlq 


31.71. 

*2WTT, w 


1.3; 3.8; 197.164 : 218.99. 

*e, sfefqftqiq 


19.35 ; 24fn. 

^eflfqqtq 


45,174. 

^IfTrt, 301 , ewfcT 


240.231. 

Itero, 


44.171. 

tr^raKt^ar, 5H3^ftqtn 


62.313. 

tRtrqiTFT, prfefqqtn 


47.187. 

Ifa, • 


159.13; 161.23. 

5Tt SR, ^uifqfqqm 


105.39. 

?nta, qraififqqto 


26fn. 

site, ^iq^fq^q 


84.107 : 85fn. 

site, «qra, siif, «ndta 


12.62; 13.68; 52.229. 

step, ^ifq, ife 


21fn. 

5Tta, 5?afifi4ln 


53.234. 

3T*W 


191.135. 

5jt*Tl 


112.76; 173.1; 190.127. 

f*afqWtoi 


42.152. 
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57 m 

209.45. 


31.70, 72. 


10.44. 

sro 

21fn. 

sm. 

61.304. 

sra, 

29.59. 

sm, sfefaftqta 

23fn. 

SJJJJ, 

203.7 ; 204.13. 

sro, 5i#fqfaqm 

60.243. 

fcJJT, 

86.116. 

SHW, srfqftqtt 

£v 

25fn. 

%I5?7 

6.21; 221.114. 

STl^rT, 

60.301. 

sal**, S%, sqf*Rlfcl 

19.32; 21fn. 

mfa 

23 fn. 

urfccnro 

204.11. 


233.183. 

5TIc^ 

214.75. 


254.78. 


245.27. 

yfalferl, jjs 

11.52. 


230.166. 

* d 

232.180. 

Irnftg^ 

220.111. 

St*TCT» 

40.138. 

£g, q?, 

79.75. 

Sra, qra 

49.201. 

sftoftq?*, a?I|R 

9.42. 


206.28. 
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TWSWft, 31$, 

aisf 

fofor, 3?jf, 

»afa?n, 53 


**TO, 

<wi, ^^q?5 

r 

tfcjrc, 33 $faftqta 

ST^TO, 

a 

*W7, <sftfftft3tn 
*t^r, 

5*3$# 

*N$a, 3?fa*rc, 3ife$ 

Sfc^rTOHT 

*Tf<T. 3 U 3 
^?<f, - 7^«fR 

*%n, 53 

' s?: ’, 

**& ($TrTCl), 

*m<rga, fiw 
. mx, si$n& 

.^MfrnJ, *# 

t 

,*^lv! *1*. 3Wl!lf 


* 

*» 


40.136. 
13.65 

193.142. 
191.134. 

13.68. 

29.55. 
44.167. 
60.293. 
47.187. 

175.18: 180.54, 55. 

28.53. 

25fn. 

88.125. 

86 .112. 

49.204. 

8»35. 
226.140. 
62.312, 315. 
159.13; 161.25; 182.69. 

29.56. 
38.127. 

181.'62; 183.73. 
17.21; 18.27. 
17.20; 18.26. 
199.178. 
198.174; 199.175. 
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184.85. 

shift, Vw 

156.371. 

shm. 

39.128. 

5.14; 190.131 ; 216.83 

; 229.164; 230.167 ; 

239.227 ; 240.231. 


STrftcWtlTO 

231.174. 

shronm 

52.230. 

sramqfofiii. 

113.83. 

srar|m, 

181.63 ; 184.83. 

^m?r, wiqgq> 

138.249. 

sresOT, 3RW# 

24fn. 

1 

snfta, aiifw 

9.36 ; 10.45. 


181.64 ; 185.90. 

See wifiraifts* 

48.197. 

SSJTftsfe 

19.32-6; Pp. 19-23. 

«IIfTq 

226.144. 

*m f5Rtfqf*ra)n 

15.5; 16.12. 


212.61. 

SKTIoPlft 

200.186. 


59 292. 

^ q^ipr 

51.217-8. 

*7t^, (^55) 

2 lfn. 

*^(***5), 

42.152. 

Wrt, *fl5WJ5RI 

10.47,48. 

siqsrenffc* 

226.140. 

qfipvzm, s^ifqftqta 

43.163. 

span 

13.64; 22 fn. 

«w*ra 

22fn. 

wftWln 

112.78. 




«***(«)» 
tsfnj, q*opr^ 

*?fw, m.ft 

IWW, q$oj 

*wrci. qi 

OT*T, 

WBR 

WWIiUFf, sfe, IQ 

wn 

wnqfcr 

Rsrrcftrws? 

WIRT^ 

wjw^gq (sr«nyn) 

sre, 

**, Sf* 5 

sm, srijj 
sro, qi5 

SW, 

SW. q$w 
WI, fSR$ 

«w, wh 

wwilUnfl . 

WW^frf ga. 

wrart, $5R 


32.78 ; 43.158-63; 205.24. 

26.37 ; 27.41. 

16.12. 
138.250. 
9.38, 39. 

101.10; 118-9.124.5; 147.308. 
104.28; 107.46; 111.69. 

126.172. 

156.371. 

18.30; 20fn. 
243.11. 
228.155. 

209.45 ; 217.90; 231.177; 

239.225 ; 240.230-5 ; 243.14. 

238.220. 

250.56. 

240-1.236-9. 

27.46; 28.48. 

28.49, 54. 
62.312, 315. 

63.323-4. 
24fn ; 25fn. 
59.287-8. 

/ 

17.20, 22. 

86 . 111 - 2 . 

164.45: ;167.69. 
163.43: 166.62. 

24fn. 
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17.22; 70.17 ; 100.5 ; 105.37-9, 

139.261 ; 141.268. 

<3iw«r, 181.61; 182.67. 

127.112 ; 160.22; 161.23-6, 29; 162.32, 35; 
164.48:165.55; 166.62; 167.67; 175.22; 179. 
47,49; 180.54; 182.67. 



62.315. 

9 

*wqiq, 

159.13; 160.17. 


79.72, 76, 77; 103.23; 171.98 ; 
182.67 ; 205.24; 208 42. 


205.23. 

^Ufa, a*3f, 3!«T* 

13.65. 


160.16; If3.37-9. 


173.3 ; 174.12. 

qi?fqRi$ta 

63.324. 


205.22-3; 211.59; 213.69; 250.57. 

*WT, jfaj 

30.65. 

^JTR, Rq*l 

« 

252.66. 

SWH^TOTT 

234.189. 


35.105. 

srgR^rcwrq 

169.84. 


234-6.193-211. 

*Tgqro, qsp? 

214.72. 

StgS, aits 

26.37; 27 42. 

sg^a, q^ 

119.132. 


23fn. 

*rg*a, qftt 

130.194. 

srgsra, q$ja 

122.151. 


175.16; 176.32^3. 



1S5 


■V #v - . 

wn^n 

««W*. I** 
srartam, am*# 
mtitor j^wr 
srwrta. 



*1WI, ffgftftqta 


trow. wRflfflqtn 


^n, 

raiTom 





91.144; 94.162, 163. 
69.10; 73.34-6. 
48.198; 49.200. 
234-6.193-211. 

23fn. 

196.163. 

26.39. 

23fn. 

59.291' 

89.133. 

47.188. 

62.311. 


wwr, m*i 


139.251; 146-7.304-6; 153.348; 155.362. 
102.14; 126.173-4; 141.268; 147.306, 

51.216. 



sns 


srfrET, 

*Tqfo?3i(5ffa). fa. 


50.214; 51.215. 

106.41. 
52.223-4. 
173.2, 4. 
53.232. 
31.109. 

32.76 ; 36.108, 109 ; 53.232 ; 
54.248. 


srfqcT, mp\ 
STfqcT, qj3[ 

srafircifon 


102.14; 127.178, 179 •, 148.315. 

127,179. 

233.184. 

233.186. 

38,120. 

194.149. 
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OTferta 205.22 

; 212.62; 226.144. 

cfe, arfwrfH 

23fn. 


207.37s 


201.19K 

sfi, 

19.33. 

efra* 

193.133. 

efq55I5T 

194.131. 

f%, Sllft 

t 

1941* 


209.48. 

«nei 

219.106. 

^sNmqftsw, ^iqfqfSt^in 

126.174. 

*?53T 

194.148. 

m*, qraurcft 

67.344,345. 

^55T» % 

%v 

25fji. 

\ 

saarostar, sflftflta 

Ov 

25fn, 


24fn. 


40.132. 

W$MW<$«R 

208.41. 

sratea, zk* 

24fn. 

*3TZm&S, qq;q, *WTC^ 

216.83. 

^retqqfTaw, q^orfqfsrita 

125.164. 

smsra, ;q?q 

81.87, 90. 91, 

*nRq^, i?iq, ilftsiq 7.26 ; 8.29 5 

10.48,49 ; 53.232 ; 

226.143. 


^fo*WF5R$l'n 

10-11.47-55. 

sufSrarqfoaffarr, wrcfqfiqtn 

89.134. 

fnfTnT 

245.26. 


82.96. 

1 

*W3<th , ^Sftqta 

36.110. 
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*113*1, fjl| 

313*133, Efta* 

^nswfli^j 

3nrem(ai) 

^T, 31113 

for, ffalqfqqtn 

feftfofe, rwiif, ^fl^r 
fefcftrc, Rfoiw, 

%8f» 

fesi#*, $foifiii?rata 
fesjfoftfel, $foi 
feurefqci, qifoi 
f35II33 

W*> 3TWlfe 

f|3^T3, ^3|8Ijf 

m*K, qfa 

f££3I*, 3T£[ 

1^, ifgftftqta 


sfqftqlii 

*v 


40.138. 
242.1. 
223.127. 
223.126. 
243.14. 
233.185. 
215.80; 216.82, 83. 

238.221. 

231.175 ; 233.184 ; 245.22. 

10.44. 

42.149. 
80.81. 

209.47; 210.54. 

209.47 : 210.51. 

47.193. 


127.176. 
102.16 ; 131.200-1. 
102.14 ; 126-7.175-7 ; 147.308. 

243.14. 

204.11. 


188.118; 191.135. 
190.132 ; 194.148 ; 196.162. 

224.132. 

11.56. 

21 fn. 

23fn. 

237.216. 

237.216. 

25fn. 


\ 






1 

.228.155. 

SB, gzfqftqta 


25fn. 



86-7.111-7. 

^r(m) 

207.35; 

226.139 ; 230.169 ; 231.173 

; 233.186. 




221.114. 

g«r*<«i, snjtf 


248.39. 

gqqihrcqi 

4 


11.82. 




228.154. 

^ftewnr 

189.122 

; 197.169. 



239.226. 



43.159. 

q&t, arfJRq 



8.34. 



69.11 ; 75.46 ; ; 101.6 

; 110.61; 



145.295, 150.330. 




182.66 

; 187.105. 

qj5 

64.329 

; 65-6.335-6 ; 92.151; 94.164-5, 167 , 


95.168, 

170,172-3,96.177-8, 181-3 : 

: 97.185-7, 


189-90, 

192 ; 98.194 ; 108.54 ; 

110.62-3; 


112.80; 

114.94 ; 118.120; 119.126; 

; 121.144; 


125.166 

; 131.206; 133.216-8 ; 210.55. 


32.76 ; 37-40.115-32 ; 108.54 ; 118. 

118; 122.153, 133.218:255.83. 

242.4 ; 249.44. 

■ * 

253.72. 

139.256 ; 144.289 ; 152.344. 
101.6 ; 110.62-3 ; 142.275 ; 146.301. 

91.144; 94.164-5. 

93.155. 
164.47; 168.80. 


q*oj 

mfl 

^q|gi , 33.82, 88 j 54-55.248-9 * 111.68; 114.93. 
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3?, nm 

212.64,213.68; 215-6.80-83. 


1 

1 

215.80. 

f 

«ian ; 


215.80. 



43.160. 



120.137. 

WMK^sn, *«frcfaft$ta 


79.75. 

* 



130 195. 



39.130. 



16.16. 

WR^n, fiffT 


29.58, 60. 

&R, 


36.108. 

sterrfrt 


245 26. 

Ifsf?, 55IRT3? 


12.59 ; 13.66. 

*nqr 


13.66. 

0 + 


26fn. 

STTc^ng 


228.153. 

*rT^ie*rfo 


201.191. 



38.120. 



202.2. 

srMt 


180.157; 190.131. 

srtor*r 


228.152. 

srf*n«i, nt, 


110.67. 

*ftai«j, nt, 


88.126. 

srtar, ?§r 


24fn. 

*fter, sfStfitta 

Qv 


25fn. 

^rtarraFn, 


42.153. 

^kraft^frv 


225.136. 



246.34. 



249.44, 46. 



160 

82.97.100; 160.20; 190.127. 130; 192.141 ; 
193.142,201.191. 



188.118; 189-190.123-5. 

ii? 

79.76. 


46.181. 


166.58. 


191.136. 

wwrifWtfiw. 4taiSfsi4ta 

30 65. 

ttfsn. 

163.41 ; 165.53. 


73-38. 

qi^ 

115.98; 174.8. 

«F*uj 

101.6 ; 109.56 ; 148.316. 

mi 

127.181; 156.368. 


196.160. 


191.136. 

s?r«qi, qi^Tffeft 

\9 

66.338, 341. 


66.341. 

*jro^ 

238.221. 


oo 

• 

o 

• * 

• 


59.292. 


181.64; 184.87. 


47.186. 

*rTWT, 3$ 

61.307, 310. 

^crrvn^r, 

46.181. 


209.45. 

*<jf?raiqi3 

255.82. 

*aft, q?5r 

12.58. 


87-90.118-38. 

frft^giq, srfiiftqtn 

25fn. 
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8.32; 62.317; 78-80.69-85 ; 83.103; 

A 

84-90.105-38; 204.11.228.157. 


159-163.13-39; 182.68. 

nfa 

234.189. 


233.182. 


234.189. 


234 e 189. 

smq^r, Alters? is 

188.118; 190.126. 

SW^cfall 

233.185. 


234.190. 


19.31, 32; 20-23fn. 


19.32; 48.197. 

3191IS? 

12.58, 61. 

fawnsreif, =qift 

69.8,70.18-20 ; 94.163; 118.123. 

felfcl (^TI*) 

89.133; 190.126; 191.133. 

fejTcTT 

231.172. 


184.56. 

%■ 

8UR5R 

139-41.255, 261-7 ; 152.346. 


80.81. 

^55<Tff, WJiqfaftqtq 

80.79. 

*$J5WTtf*R, 5l3*fqftqtq 

60.301. 


45.177. 

*wi, ^araftqtq 

46.181. 

*i ?C' ^ 

^srrars 

' 203.10. 

fsP*l, qw 

251.58. 


252.64. 

fo**, §fm* 

252.66. 


233.183. 

forcn, sfe, 

19.31; 21fn; 197.164. 


21 
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nz-m 

*\ 

7.26. 

wt, efefeftqUi 

23fn. 

S7& 25fn. 


38.125; 42.155 ;46 .188. 

ft73» 

•\ 

76.54; 169.86- 

^zvsk 

198.170. 

v§fr*n, 

173.2. 5. 

^ir<f, 227)4 

24fn; 25fn. 


2S.57. 


181.63 ; 184.81. 

vtite, 

49.204. 

fw\ 

22fn; 196.158. 

fsH, 4tgf7f44t7 

27.44. 


23fn. 


79.77. 

9Jf?^rTr, ?lfl 

68.1 ; 69.8 ; 71.22 ; 92.146-8, 150; 93. 
153-4, 156, 159 ; 94.160; 96.176, 180; 
126.177. 


38,127. 


37.114. 


53.237. 

3T«I. qfflJF^fofsWta 

\3 

66.340. 

777*^7 

255.81- 

*77, 3*ff, iTlfilT) 

13.71. 

*7*7, sfeftftqto 

23fn. 

* 7 * 7 , 

17.17. 

*7*7^77 

53.231. 

*ttt 7, s?qrsf 

196.157. 

*7*rt7, jfaiflftqtn 

30fn. 
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^55] q 

\D 

*TOreifora, 5^in 

swraifasw, ^ 

*9*raffoTO, 


63.324; 79.76 ,210.51. 
105.37 , 160.17. 

79.75. 
66.338, 342. 
31.70. 
59.288. 
17.22. 
207.32. 






10.48. 


Wife Jliq^ 


216 . 82 . 

246.29. 


*^5TO(, q5?q^qtr| 


wrens, 

wfen:, 

wrens, 

* * re*qs, 

wfevc, 

wrests. 


q>w 

afr 

5113 

?#u? 


?#*ih 

ii? 


71.25 


243.13. 

41.144. 

58.284. 

108.51. 

33.7y, 81, 88; 34.90; 45.175-6; 

54.242-3, 246 ; 55.254; 57.273; 

58.282; 110.64 , 113.86 ; 117.111; 

119.125; 124.161; 126.170, 175-1 

127.185 ; 130.193. 
i 01.6 ^ 109.59-60; 140.262; 141.270. 

71.24. 

70.18. 

173.2, 4. 

/ 

159.13 ; 160.19; 183.76. 
73.34; 76.51:110.64-6; 112.81-2; 


wfew, 41? 


113.83 ; 118.123 ; 129.189-90; 150.327. 

51.219,221; 111.66. 


^sftll? 


175.15; 176.22-3. 
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139.259; 

151.336,152.344; 153.349. 


102.13 ; 

126.169-71; 147.307,313; 


151.337, 

I 



175.16; 177.40. 



175.16 ; 177.34. 

3qSs*«rrc 


83fn. 

3qfitBWR 


85fn. 



28.54. 

*sn*nfa*, 32 


24fn. 

**raTffo, 3^1*1 


31.70, 71. 



26fn. 

^^I^EKJTOT, a^raftsfol 


61.309. 

Sfefifiqfo 


23fn. 



1.1; 10.48. 

slspfnfa, f^Rfq^n 


36.110; 38.196. 

^nWR, f^fefpRtJ] 


42.153. 

ssrosra, s*er, 

*3? 

32.75, 77; 42.154, 155; 53 238; 


54.241; 55.250 ; 56.261; 109. 


56; 1 

15.98; 120.142; 125.180: 


127.183. 


% 

187-3.111-2. 

im** (-g*0, m, 


32.76 ; 40.135-6. 



29 55-7. 

53«irc<n, 


45.177. 

sfcrofcrar, 


181.63 ; 184.84. 

fftor^a, ^oi 


100.1 ; 102.15; 129.188* 



118.124 ; 129.188. 

sfc’i'gm, 


182.66; 187.107. 




5$, gjraftqta 




5$, 

rfsra, 

ffef, 

mftw, *H9 


OT, «R<JT 


ot, wh 

5=1^^ 





&*, WFt 
s^crwn 



ssnara (fefn), qwoifaf^ita 
sscrena, «nfev33 


125.168. 

19.35* 
28.48. 
23fn. 
24fn. 
21fn. 
16.10. 
35.100-1. 
52.230. 
20fn. 
26.38; 27.45. 

I 60.293. 

8.33, 14.1; 32-59.76-286; 100.2-3; 
204.16-7; 205.20. 

103.24-6; 106.40, 42, 44; 107.46-7; 109.59 ; 
110.63; 114.91 ; 117.113; 119.128; 125.163, 
165 ; 126.172. 

188.116. 
202 . 1 . 
224.135. 
33.81-6 ; 53-59.234-86. 

192.141; 195.154. 
81.88-9; 82.94,83.103. 
84.106,86.116 ; 88.124 ; 89.132. 

49-50.205-12 ; 201.91. 

49.203, 204. 
121.140. 
222.125. 
218.97., 
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5^9^31 

S^ereafeR; 

Wtf^ftan 

5«mwwft«m 

SK, afl?J4 

siwra 



c \ 

ITST, 





cTRlftWl 


SROT 


5^1*1 

sist, 



fl^I, 

sfe, w 




j 

^!?J 

c 

% 2 \, 

ini 

?fe, 





t«5T, 



50-1.213-8. 
169.83; 171.96. 

77.62. 

155.363; 156.371. 

52.227-8. 

147.309. 

195.152. 

48-9.194-202 ; 52-3.229-34. 

10.43. 
226.143. 
25fn. 
20fn. 


60.300. 

24fn. 

209.50. 

31.71. 

18.29. 
223.128. 
18.30; 19.36. 
219.100. 
202.3. 

214.75 ; 223.129; 251.59; 252.63. 

59.291. 

t 

231.176. 

' 19.31 ; 20fn. 

202.3. 

193.142. 

25fn. 

245.22. 
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fulfil, 3I3[q3 


it 

it, qis?g<& 
it* 

m 


243.13. 

84.105, 

235.198, 202; 236.205, 208,211 ; 
249.49 ;250.57. 

2lfn. 

67.345. 

52.230. 

22fn. 
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73 

33 
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73 

38 
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ar^^rT^^rl 

44 

169 

^CTSfiirT 
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56 









57 

269 




57 

267 


qjqi^q&i 


16S 

29 






SRFtT 

qtqfJcT 

^qf^siR 

84 ' 

107 

•s 



57 

275 

- TN sc\\ 

3TI%HT 


76 

55 



^rTf^I 

56 

265 

cTI55f?<T 

S^frT 


54 

240 

^K^tI 


^n«i , d 

225fn. 
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79 






^TTslW 

Page 

58 

Verse 

279 



3Twrftr^rtt 75 

43 

V5T 

&ST 
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186 

101 



Hr* rft 

73 

36 
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84 

109 

gsreraifen 



70 

21 
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56 

258 

«nn^rT 

fte^rT 
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57 
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58 
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45 
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62, 73 

^sT55fq|? 

RfT?ft 


73 
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INDEX—ENGLISH 

ANCIENT AUTHORS AND WORKS 

[First Arabic numbers refer to the English Introduction; the 
Devanagarl numbers that follow refer to the Foot-notes on the 
pages of the Sanskrit Text proper; the last numbers wiih * N ’ refer 
to the English Notes at the end.] 


Agastya Pandita 13 

Aghora£ivacarya 16 

Acintendra 17 

Advayamrta 17 

Ananta 16 

Anutantra 43 

Appayarya 13 

Abhinayadarpana 158 


Abhinavagupta 18, 37-41, 44, 
51-3, 56ff, 69, 73-6, 82-3, 
86-7, 9Off, 113, 142-3, 145, 
161 , W>-R, VW,, 

W. V% 

IN, 2N, 6N-12N, 

14N, 17N, 21N-J2N, 24N- 
26N. 30N. 

Abhinavabharatl 43, 44, 47, 
48, 51 ff., 67fn, 71-6, 83, 
86, 92, 94, 113, 145, 161, 

y^, 

\oo f UR-)U, 

KV*, W-'S* W. 

w-y, w®. 

2N, 6N,7N, 12N, 14N, 16N- 


19N, 21N-30N. 41N. 
Abhila$itarthacintamani 5,37, 
68ff, 79, 134-5, 162, fto, 

W, 4N, 6N. 

Amaru^ataka 34 

Aramvalattanar 157 

Arjunadimatasara 33 


Arhatpmtistha 13 

I^varabhattopadhyaya 17 

Isvarasuri 17 

Uttaratantia 43 

Udattaraghavakavya 14 

Udbhata 75, 9N, ION. 

Kanduka-tantra 149 

Kambar 13fn. 


Kalasena 5. See Kumbhakarna. 

Kallin&tha, Catura 31, 45, 46, 
50, 56,81, 116-8, 123, 127, 


138. y £, 13N, 14N, 32N, 

33N. 

Kavicakrnvartin 17 

Kakatlyacarila IS 

Katayavema 29 

Kadambari 13 

Kadambarikalyananataka II, 15 
Kalakakathasangraha 115 

Kalingaraya Surya 13, J4fn. 
Kalidasa 29. 156, 159, 20N. 21N 
Kavyalankarasutravrtti,—C. by 
Gopendra Tippa 30 

Ka£ika 15 

Ka^Ikhanda ' 29 

• • 

Kirtidhara (<A.carya) 37, 41, 


42, 47ff, 56-7. 61-2, 71-2. 
86-7, 90,92-3,95-6.99, 101, 
106,108-9,112-3.117fn., 161, 

163, vsy, VS^, 8N, 13N, I4N, 
24N, 26N.29N, 

Kuttanlmata, 45 






Kumaragiri 29 

Kutnarasvamin 29, 

Kumbhakarna 5, 39, 45, 50fn., 
53, 56, *84, 85, 135fn, 139, 

147, 151, 162, W, ^o, 

W-'S* 8N, 14N, 17N 
Krfnacarita 13 

Kaiyata 15 

Komati Verna. See Vema Bhupala 
Kohala 29, 31, 37. 42ff, 50, 56, 
62, 81. 116.8, 123, 3N, 4N. 


14N, 3-'N. 

Krldabhirama 14, 29 

K$e rajna 33-4 

Kbandina Khanda Khadya, 

—C. of Gundaya II, 16 

Ganga Devi 13 

GangSJhara Kavi 13 

Gantpatideva of Kolani 14fn. 

• * 

Ganna 16 

Gltagovinda 33, 34 

—C. Sruiiranjani 151 

Gltaratnavall 12, 36, 83-4 

Gundaya II, 16 

• • 

Gopendra Tippa 30 

Govindabhatta 16 

• • 

Ghantiiyama 140 

Jayadeva 33 

Jay a Iff, ^ff, IN ff. 

JinendrakalyanEbhy udaya 

(Aihatprotistha) 13 

Tandu. See Bhatla Tandu 

• * • • • • 

Taiadipika 30 

la'aprabandha, of Gopendra 30 
Tikkana 18 

Tumburu 37, 44, 62 


Tulaja 8, 85, 160fn. \$, W 

Tota, Bhatta \\\ 

Dandm 149, 150 

Ddiakumaracarita 149 

—C, padacaodnka |49,150 


Dafaratbinandanacarita 14fn. 

DaSarupaka 2N, 3N 

Damodara. Catura 32, 148 

Damodarapupta 45 

Dcvana, Devendra 7, 32, 136, 
141, 148, 157, 

De&nrttasamudra 80, 81, S3, 


117, 123 

Nandin, NandikeSvara 17, 56 

Narasimha 13, 15, 16 

Narasihhacarva, Mudumba 33 

w • 

Nalaklrtikaumudl 13 

Nagoji 15 

Natyacudamani 33 

• • • 

Natyamanorama 140, 152 


Natya £astra 5, 36, 37, 42, 44, 
47, 51, 57, 86, 88ff, 101 fn., 
106, 112, 113, 128, 142, 144, 

154, 


CM dd, ^oo, 

IN—3N, 5N, 
7N—12N, I5N-23N, 27N, 
36N, 39N, 41 N. 


Nadendla Gopa 29, 32 

Narada 81, 117, 118 

Naiayana, King 7 

Nitisastramuktavall 13, 14, 14 fn. 

NUisara 13, 14fn. 

■Nrttaratnavali 5ff. 

Nriyanirupana 7 

Nrtyapuspanjali. See Nrtyaniru- 


pana. 

NrtyaratnakoSa 5, 45, 56, 162, 
8N, 14N, 17N. 

Pancatantra, Telugu 31fn. 

Pandiiaiadhyacarita 20, l39fD., 
164, 33N. 

Patanjali 15 

Paramardi 78«9 
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Paninlyavyakaranaprapancavrtti 

162 

Parivadcva S, 22, 29fn., 37, 68, 
73. 77ff, 83, 113, 116, 118-9, 
121-4, 127-9, 131-2, 136-7, 139, 

141-2, 146-7, 160, 162, 

W \\\, RW> W-H. 

31N, 39N. 

Peddakomati Vema. See Vema- 
bhupala. 

Puspasenacarya 13 

Pratapa. See Prataparudra. 
Prataparudra 13, I3fn., 14, 16, 
78, 162. 

Prataparudrayagobhusana 12, 

14fn., 29, 

Prataparudriya (Nltisara ?) 14 

Prataparudriya (Poetics). Set 

Prataparudrayagobhusana. 
Prataparudriya vyakh) a 29 

Prabodhacandrodayavyakhya 

29, 32. 


VSo, \sy, 

V. W, 

V*\» w* Wv'S, W, 

1N--12N, 15N, 16N.20N — 


23N, 25N, 29N, 30N, 36N. 
41N. 

Bharatakoga 3N 

Bharatas ngraha 157 

Bharatasarvarthasangraha 33 

Bharatarn tvapota 31, 14N 
Bhartrtiari 15 

Bhallata, Vira, Degika 14 

Bhavapiakasa 143-4 


Bhoja 74, 78, 79, 128 145-6, 

153, 2N, 3N, 36N 

Mati.nga 37, 42, 44ff , 77, 80-1, 
117, 123, 36N. 


Mataruabharala 31fn. 

Madhuiavijaya 13 

Malayavati, prose wo;k 15 

fviallinatha 29 


Premabhirama 14 

Baddena 13, 14fn. 

Basavapurana 28, 140fo., 164, 
33N. 

Balabharata 13 

Balaramabharata 
Brhatkatha, Tamil 149 


Brhadde.4! 37, 45ff, 81, 117, \£\ 
Bhatta Tandu 37, 47ff, 62 81, 
86-7,90. 93, 99, 104-6, 108-9, 

111, 131, 161, \\\, 24N, 

26N. 

Bharata 1, 18, 32, 35ff, 50, 
52-3, 56-61, 68-72, 74-5, 

81-2, 86ff., 113, 115-7, 

118, 120, 128, 130, 142-3, 

154, 161, 163, 


Mahabharata, a drama based 


on 13 

Magha 29 

Madhava 14 

Manasollasa. See Abhila^itartba* 
cintainani. 

Maana 18 

Malailmadhava 101 fn. 

MalaviKagnimitra 156, 159, 20N 

Meghaduta 34 

Yastika ' 46 

• • 

Raghunatha Naik 30, 33-4 
Raghunatha Rath 140 

Rhfigagayin, Gurijala 34 

Ratnakara. See Sanglta Ratna- 
kara. 

Ratnavall 145 

Rasamanjari 34 
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Rasarnavasudhakara 30 

Rajamahendra Somayajin 16 
Rajarudriya 14-6, 162 

Ramayana (Nirostbya), Telugu 
14, *14fn. 

Ravipati Tripurantaka 14 

Rudrata 46 

Rudradeva 14fn. 

Rudradeva, Kolani 14, 162 
Laksmana. See Laksmlnarayana 
Lak^mldhara 151 

Lakgmldhara, Lolla 31,31 fn. 

Laksmlnarayana 31, 31fn. 

Lasyapuspanjali 7 

Vaaantaraja. See Kumaragiri. 
Vaaantarajlya Natya 3astra 29 
Vadyaratnavall 12 

Vamadtviya 151 

Vamana SO 

Vahkatacarya, &uddhasattva 31 
Vidyanatha IS 

Vidyaranya SO 

Virincimi£ra 31 

VitSvanatha 13 

Virakamparayacarita. See Ma- 
dhuravijaya. 

Vlranarayana. See Vemabhupala. 
Veda 7, ^ 


Verna, Vemabhupala 6, 6fn., 22, 
29, 39, 85, 139, 148, 

W-tt, m 

17N, ?2N. 

Sankuka 37, 40, 57, 62, 29N. 
Sakalya Malla(u) Bhatta 14 
$aradatanaya 143-4 

£arngadeva 22, 31, 37-40, 45, 
56-8, 68. 73ff, 83, 86. 94. 
105, 109,113.116,119,121-4, 
127-32.135-9,141, 146-7,153, 


160fn., 162, %%, 

W, 

W, W, 

*\\, 4N-6N, 10N, 
14N-16N, 21N, 27N, 31N. 
3ardula 46, 81 

Sivayogasara 14fn., 15 

£ubhankara 140 

£rngaracarya (Singanabhatta) 32 
£rngaraprakasa 128, 144-6, 


153fn., 2N, 3N. 

£rngaramanjarl 34fn. 

&rlnatha 29 

&rlharsa 12, 16 

&lokavartikavyakhya. See Raja¬ 
rudriya. 


Sanglta KaumudI 152, 
Sanglta Cintamani 6, 26fn., 29, 
85, 148, *v3\» C t 

32N, 14N. 

Sanglta Cudaman 

Sanglta Darpana 32, 148, 40N. 

Sanglta Damodara 140, 148, 152, 




Sanglta Narayana 7, 152, 

Sanglta Makaranda 7, 152, 

Sanglta Mlmamsa. See Sanglta- 
raja. 

Sanglta Muktavall 7, 32, 75, 

135fn., 130-7, 141, 148, 157, 

\o t 23N 

Sanglta Meru 81, 117 

Sanglta Ratnakara 24fn.» 30fn., 
31, 37, 45-6, 48, 55, 

72ff., 80-1, 84, 119, 

123-30, 134-5, 137-41, 145-7. 

150fa.» 151,159fn., 160, V> 
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\'9-i, (ft. Mi. \i, VSU, VS i, 

<&< 4.X. ««, 

UX, W'X. VW-C, IX», 

W, *iX. 

^C-s,. x«x, x»v xxx-«. 

W, Vtf-X, 4N-6N. 8N, 
ION, 1 IN, I3N-16N, 19N. 
JIN, 28N-40N, 42N. 

—C. Sangita Sudhakara of 
Singabhupala 30, 78, \?£ } 

w* 

—C. Kalanidhi of Kalli- 
natha 31, 6, 5(\ 56, 81, 

117-8, 123, ttd, %<, 13N, 
32N. 

—C. in Telugu 32 

SangHaraja 5, 6, 85, 14N. 

Sangltasamayasara 5,24fn., 
26fn., 37, 73, 77ff., 118, 
123-7, 129, 130,135, 137ff, 
147, ft*, \\9' 

31N, 32N-35N, 

37N-39N. 

Sangitasara 30, 152, 

Sangltasarasamgraha 140, 152 


Sangltaiaramrta 8, 85, V9-4,, 36N 
Sangltaiudha 30 

Sangltaaudhakara 7, 162, ^4®, 

Sangitaiuryodaya 31 

Sarvajna. See Simhabhupala 

Sarvagamaiamhita 45 

Singa(Simha)bhupala 30, 31, 

78, 37N 

Suktiratnahara 13, 14fo. 

Somaoatha, Palkuriki 18, 21, 
22, 26fn., 28, 134, 138fn., 
150fo., 152, 164, 33N, 34N, 
37N, 38N 

Somanarya 33 

Soroafvara 5, 37-9, 51, 63, 67ff, 
73,78, 79, 83, 116-7, 119, 
120-1, 123ff, 134-5, 162, 

H*, \\ t VA, \% IV, 

4N-6N, 8N, 15N, 16N, 
31N, 33N, 38N 

Saugandhikaharana 13 

Saundaryalaharlvyakbya 31 
Svapnavasavadatta 149 

Haripala 


7,162, 



MODERN AUTHORS AND PUBLICATIONS 


Adyar Library Bulletin 29N 
Age of the Nandat and 

Mauryas ISfn. 

Alphabetical list of mss. purcha¬ 
sed for the Government of 
Bengal upto 1191 1 

Amaravati Sculptures in the 
Madras Museum IS 


Annual Report of the Archaeo¬ 
logical Department of H.E. 
H. Nizam’s Dominions 20. 
Annual Report of Epigraphy 

30fn., 89 


Appa Rao 20fn. 

Asiatic Society of Bengal 1 

Barbosa 31 

Barnett, L. D. 17fn. 

Bhagavatamela Nataka 33fn. 


Bhana and the Lasyangas 3N, 
31N. 

Bharatanatya. paper on 124, 156 

Bhoja’s Srngara PrakaSa 128, 

144-7, 153fn., 2N, 3N. 39N 

Buddhist Antiquities of Nagarju- 

nakonda,the 19 

• • 

Buddhist Sculptures from a 
Stupa near Goli 19 

Burnell 1 

Catalogue, Madras Triennial 

15fn. 

Catalogue of Manuscripts in 
Central Provinces and Berar 

13fn. 

Cauvery, Tamil Journal S9fn. 
Chakravarti, Chintaharan 1 
Corpus of Inscriptions in Telen- 
gana Districts of H.E.H. the 
Nizam’s Dominions, A. 9fn., 
10fn., llfn., 12fn,» 19fn. 


Corrections and Emendations in 
the Text of the Abhinava- 


bharatl 29N 

Descriptive Catalogue of H. 
H. The Maharaja’s Palace 
Library, Trivandrum 6fn. 
Descriptive Catalogue of Sans- 
krit mss., Asiatic Society 1 
Elliot and Dowson 30fn. 

Epigraphia Carnatica 163 

Epigraphia Indica 10fn., 19fn. 
Excavations at Nagarjunakonda 

19fn. 

Forgotten Chapter of Andhra 
History. A 9fn., 14fn. 


Hindu, the I48fn. 

Hiralal 13fn. 

History of India 30fn. 

History of the Reddy Kings 

14fo, 20fn, 32fn. 
Hultzsch lOfn, 

Indian Historical Quarterly 19fn. 
Iyengar, Raghava, M. 13fn. 


Journal, Indian Society of Ori- 

ental Art, of the 

33fn. 

Journal, Madras Musie 

Aca- 

demy, of the 5fn., 

7fn.» 

21 fn., 26fn., 29fn., 

llfn. 

32fn., 33fn., 34fn., 

43fn., 

44fn., 45fn., 77fn., 

7Sfn, 

116fn. 



Journal, Oriental Research, of y 
14fn., 51, 55fn., 19N. 


Journal, Andhra Historical 
Soeiety Quarterly, of the 

9fn. 

Journal, U. P. Historical Res¬ 
earch Society, of the, 3N 
Kakatlya Sancika 9fn. 
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Kakatlyas of Warang&l, the 

9fn, 14fn. 

Kathakali and other forms of 
Bharata Natya 131 fn. 

Kavi. M R. 53, 8N. 

Keilhorn lOfn. 

Krishnasvami Iyengar Comme¬ 
moration Volume, Dr. S. 

7fn. 


Later Sahglta Literature 5fn, 
7fn, 29fn, 31 fn. 32fo, 33fn. 


Longhurst 

Madras Epigraphical Report 


19 

*9, 

163 


Mechanical Contrivances in An¬ 
cient India 

Memoirs of the Archaeological 
Survey of India 19 

Music in Palkuriki Somanaiha’s 
works 21fn, 26fn. 

New Catalogus Catalogorum 

13fn. 

New Descriptive Catalogue, Tan- 
jore Library 7 


Notices of Sanskrit Manuscripts, 
Sastri, H. P., I 

Paes 31 

Political History of the Kakati- 
yas 9fn, 

Popular and Classical in Music 

116fn. 

Raghavan, V. 5fn, 7fn, 8fn, 14fn. 
15fn, 2lfn, 31fn, 32fn, 

33fn. 34fn, 43fn, 44, 45, 

51. 55, 57. 77fn, 78, 85, 


I H>fn, 128, 129, 131fn, 144-7, 
153fn, I54fn, 156fn, 

2N * 3N » ,9 N. 29N, 

39N 

Ramachandran, T-N. 19fn. 
Rao, Rama, M. 9fn, 14fo. 

Royal Asiatic Society. Bengal, 

of W 

Sarma, Somasekhara, M. 9fn, 

II fn, 14fn, 20fn, 29fn, 

32fn. 

Sculptures from Amaravatl in the 
British Museum 19 

Sbastri, H.P. 1 

Some Names in Early Sahgita 
Literature 43, 44, 45fn, 77fn. 

South Indian Inscriptions 29fn. 


Srinivasachar, P. 9fn. 

fuktiranahara of Kalingaraya 
Surya 14fn. 

Tamilarutn Andhrarum ]3fo. 

Tandavalaksana 88,9lff. 

Theatre Architecture in Ancient 
India 154fn. 

Theatre of the Hindns 154fn. 

Trivedi, K.P. 12fn. 

Triveni 154fo. 

Uparupakas and Nrtyapraban- 
dhas 2N 

Venkataramanayya, Dr. N. 20fn. 

Vrttis, the ' 19N 

Writers Quoted in the Abhi- 
navabbarati 51, 55 



SUBJECT-INDEX 


Abandon 132 

Abdulla Qutubsha 34 

Abdul Razak, Arab visitor 30 
Abhaya Hasta 93 


Abhilasitartha Cintamani, music 
and dance section of 67ff.; mss. 
of 68 

See also Manasollasa. 

Abhinavabharatl, corruptions in 
the text of $7, 29N; emenda¬ 
tions in the text of 57 
See also Abhinavagupta. 

Abhinavagupta, concordance 
with Jaya 1 Nff; Jaya’s indebte¬ 
dness to 37, 57 ff; value of his 
com. 59-61; on Pindls 143 

Abhinaya(s) 24 fn, 132, 145, 158, 

J of Telugu Padas 33; 
Angika 34; four 34; improvisa¬ 
tion of 34; derivation of the 
word 1 N. See also Angika etc. 


Abhinaya, De£l Lasyanga 129, 


34 N; explained 132 


Acchurita 

Acrobatic dance 

Addami, of neck 
• • 

Addita, Carl 
• • 

Adhara 


153 

131 

53, 117 fn. 


Adhastala, arm 75 

Adhastala, Hasta-pracara 75 

Adbomukhasuclmukha, Hasta 

101 


Adhyardhika, Carl VW, 22 N 
Agastya Pandita, identity with 
Vidyanatha discussed 13 

Aged man’s gait, use of Karana 

137 

Agniivara temple 30 


Agraga, Pada . 

Agrahara, endowment of 163 

Agra-Samdam£a, Hasta 58 

Agratala, arm 75 

Agratalasancara, Pada 

lOlfn; uses of ^y 

Agratba, Carl 53 

Aharya 2N 

Aka£a (sikl) Carl(s), De$I 

82, 84, 126-7, 33N 

AkaSika Cftrl, Marga 127 

Aksipta, Angahara 40 


Aksipta, Cari 48, 54, 72, 98, 

10*; alt. name of 54 
Aksi ta, Karana 27N; compara¬ 
tive study of 98 

Aksiptarecita, Angabara BON 

Ak siptarecita. Karana 41, 26N; 
use of 26N; comparative study 
of 92-1 

Alaga. Alagna in Skt. 117 

Alaga, Desi Karana 120, 121,123 
Alagancita, Desi Karana 121 
Alagnpata, De$I Pada 124-5, 32N 
Alagna 117 fn. 

Alagnapata, Ghargharanga _ 140, 
37 N. 

% 

Alankara(s) in dance 27 fn ; 
hundred 22 

Alanl .ara, work 12 

Alapa i'A Prenkhana 141 

Alapadmolbana, Hasta 14N 

Alapallava, Hasta 5N-7N, 29N; 
etymology of 7N; alt. name 
of 7N 

Alapall.tva-ulbana, Hasta 5N, 6N 
Alarippu in S. Indian dance 13) 
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132; movements In 131-2; Pus- 
pin iali corresponding to 160 
A lata, Carl Marga 48,111,128 
Alata. Deli-Carl(-Pada) 127, 128 
Alata, Karana S3, 28N 

Xlldha, Sthana vM 


Alternate names, of Karanas 


etc. 

73.4 

Amaravatl 

19 

Amarulataka. inspiration 

of 34 

Amlagati, Dell Lasyanga 

130, 

35N; explained 133 


Amla-note, music 

159 

Anagata, Tala 

W 

Ananda-gTtas 

28 

Ananga, Dell Lasylnga 130. 34N; 


explained 133 


Anangusthayuta, Padanguli 16N 
Anata, body 109 

AHcita, Dell Karana 120-1 

AHcita, Hasta 60, 94. 24N 

AHclta, Karana (Mlrga) 22N; 

comparative study of 93 
ABcIta, Pada 93, 94, 104, 26N (?) 
Andhra 8-10, 14fn., 19, 32; 

brahman dancers of 33; Cindu 
dance in 148; dances in 152 

Andolita, Babu 75 

Andolita, Dell Carl (-Pada) 127 
Anga, Dell Lasyanga 130, 34N ; 
explained 132 t 

Angahara(s) 22, 27 fn, 29, 35, 40,1 
44, 49, 57, 60, 66. 83, 132, 161,! 

ww 29N > 30N ’ 

general principle in doing 40; 
rationale of the total number 
of 61; formed by two or more 
Karanas 60 ; grammatical ex¬ 
planation of 60; classified into] 
Caturaira and Tryelra 60, 


30N ; mode of doing 60, 30N; 
no. of 83; defined 85] of 

Tandava 142 

• • 

Angahara, Dell Lasvanga 130, 

34N; explained 132 


Aneshara-Recita 

55 

Angapratisarana, 

use of Karana 

• 


22N 

Angas, of dance 

21, 27 fn.. 35, 


38, 68 

Angas, limbs of th 

e body 157 

Anger, use 

*5 

Angbritadita, Dell Carl (-Pada) 


126 


Xngikabhinaya, •27fn., 82. ; 

mechanical 

Angulipr6thaga, Pada ^ 

Angusthabandbancita, Dell 

Karana 121 

Ansusthayuta, Padanguli 16N 
Anlki, Dell Lasyanga 130, 34N; 

explained 132 

Animals, imitation of 150. See 


Imitation 

Anjall, Hasta 74 

Ankle-bells 84 

Ankura 24fn. 

Ankuls, use 

Antara (a,^instrumentation 

39N ; in Prenkhana 141 

Antara, Vadyaprabandha 38N 

Antarabhasa, music , 46 

Antarabhramari (s) 73, 77 

Antaralaga, Dell Karana 121 

Antarapadmasana, Dell Carl 

(— Sthana) 

Antarapadmasana, pell Stha- 

naka 1J9 


83 



Antarlya, garment 

Anthology 13 

Anubhava 6 fn. 

Anumana, De$I Lasyanga 130, 

35N; explained 133 

Anutantra 3N 

Apabhram$a 116 

Apakrania. Cat! 53 

Apakraata Karana 25N; compa¬ 
rative study of 105 


Apakuncita, De4l Car! 


(—PJda) 
126 

V* 

48 

com- 


137 


Apasarpana in Nrtta 

Apmarpita, Pada(?) 

Apaviddha, Anaahara 

Apaviddha, Karana 26N; 
parative study of 91 

Xrabhata, in Gmdall 
• • • 

Xrabhata, vigorous style 

Arala. Hasta 75, 109, 12N 

Aralakatikamukha, Hasta 12N 
Aramvalattanacciyar 30 

Aravamuda Iyengar, T.S. 89fn. 
Xravamuda shrine, Kumbha- 
konam 89, 114 

Archaelogical Survey of India 19 

Architects UN 

Ardhacandra, Hasta 61, 7N, 

19N, 24N; uses of 7N 

Ardhamandalika, Dei! Carl 

• • 

(-Pada) 126 

Ardhamattalli, Karana 54, 25N 

• * 

Ardhamayurt, marjana 

Ardhanikuttaka, Karans 40, 57, 

* • • 

60, 29N; comparative study of 
92 


Ardhapuratl, De$! Carl 
Ardhapurati, De$i Pads 
Ardharecita, Karana 


124 

?4N 


Ardhaskhalitika/DeftrCSr! 

Ardhskhalitika, De$l Pada 124 

Ardhasuci, Karana 1C5, 

23N, 24N 

Ardhasvastika, Karana 48, 54, 94, 
UV 24N 

Ardhoruka, make-up 156, 36N 
Argala, Karana 48-9, 59,106,24N; 

comparative study of 99 
Arm-movements, ten additional 
ones 75 


Xrti, use 

Artiste’s joy (thrill) 131-2 

Arts, patronage at Tanjore of 33 
Aiamyuta Hasta 35; additional 75 

Xsana(s) 113, 20N 

Asiatic Society of Bengal 3 
Asuya, use 


A^vakrftnta, Strl Sthanaka 21N 
Atikranta, Ctrl 53, 102-3, 


Atikranta, Karana 48, 99; com¬ 
parative study of 102 
Atjta, Tala 226 

Xtodyamelana, Gondall 137 

Xtodyasamanadatva 137 

Attabodaka (shaven-headed 
• • • ' 

daner) 138-9; in Perani 140 
Attunement of feeling 133 

i 

Audience 12N, - 42N, qualities of 
35; and performance 158 

« 

Auspicious symbols 


Autumn 

Avacchede in Prenkhana 141 
Avahitiha, Xsana 20N, 21N, 


Avahiuba (-ka), Karana 48,’ 

26N 

Avajha-malapa in Prenkhana 141 
Avakciptfi, De4{ C&rl (-Plda) 126 
Avanaddha 6fn 
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Avanamanonttaraana of body in 
Kandukanrtta ISO 

Xvarta, Kar«na, 48, 54, 24N; 


100 

vto 

72, 18N 


59, 12N 
69 

C9 


comparative study of 
Avasyandita, Carl 

Xviddha, Carl 
Xviddhavakra, Hasta 
Xyata, lip 

Xyata, Strl Sthana 

Xyatada ndagra hana 
Xyatasthana of women 20N, 21N; 

in Malavikagnimitra 20N 
Ayya family 10,11 

Baddha. Carl 91, 107. v**, 17N; 
under Marga and De$I 128 

Bahir-Bhramarl 123 

Bahubandhalobadi, De£l Karana 

• • 

121 

Bahu-prak&ras ION 


Bahurupa, De£i-dance 20, 35, 

117, make - up in 152; 
realism of 152; portrayal of 
different characters in 152; 
incorrect descriptions in some 
texts of 152; in S. India 152 


Bahus, additional ones 41; ten 
kinds of 75; six more 75 


Bihyabhramarl(s) 73, 77 

Balanirghatana, use Vft 

Balibandhancita. De$I-Karana 

121 

Ball(s) W ; dance with 149-50 
Bamboo-dance 23fn. 

Bamboo-stills 21 

Bandha(s) in Peranl 141 

Bandha(s) in poetry 12 

Barbosa 31 

Basavapurana on Peranl 140 fn. 

Beauty of gait 132 


Bees' wax 9, 

Bells 147, Vv 37N; in dince out¬ 
fit 23 fn., in Peranl 139, 141 

Bends in dance 133 

Bezwada 29 fn. 

Bhagavata dance-drama :3 ; 
Bhagavatamela nataka 33fn., 
in Tanjore 33 

Bhagavata dliarma, dances in, in 
Andhra 33 

Bhairavancita, De£l Karana 121 
Bhftna, Rupaka 3N 

Bh.inda, clown 150, 

Bnandarkar Oriental Research 
Institute 5 

Bhandika, Bhasa 79, 38N 

Bhandika, De£inrtta 20, 35, 117, 
150; imitation of animals in 
150; comic in 150 
Bhanika, Uparupaka 2N 

Bharani-puta, De^i Pada 124 

Bharata 35, 68; divergent inter¬ 
pretations of 36; Jaya’s 
understanding of 36ff; con¬ 
cordance with Jaya’s text 37, 
IN tf; difficulty of interpre¬ 
ting 40-1; on Pindi-bandhas 
142-3; variants in the text of 


50,51, 

Bharatanatya, dance-form, South 
Indian 131, 

Bharataputras '42, 44, IN 

Bhasa, music 46 

Bhatta Tandu, importance of 
4 ff., citations by Jaya of 
47ff. ; on Karanas 47-9, 
90 ff. ; arm-varieties given 
by 50 ; tradition of 161 
Bhauma Carl (s) 106, —De£l 

125-7 



Bhava(s) 132-133,158; importance 
of 33 

Bhiva, Deft Lasyanga 29, 129, 
132, 34N; explained 132 

Bhavaftaya 2N 

Bhavaftaya. Peranyanga 138, 

140, 38N 

4 

Bhedyaka, formation by five or 
more dancers 143; other des¬ 


criptions of 1*0 

BhilU, huntress, dance of 134 
Bhoja, work on dance by 74; 
quoted by Parftadeva 71 

Bhramana 99; use 

* 

Bhramara(s) 

Bhramara, Ahgahara 
Bhramara(-ka), Karana 29N; 
comparative study of 96 


Bhramarl(s) Deft 35, 133, 160, 
^\$o ; comparative study of 
122-3; kevala 123; mifta 123; 
varied by Karanas 123: under 
Deft and Marga 128; In 
Prenkhana 141 

Bhramari, Deft Carl(—Pada) 197 
Bhramarika 29 

Bhramita 16N 

Bhramita, Jaitgha W • 

Bhrantapadancita, Deft Karana 

121 

Bhru ^ 

‘Bhujam-tattaratu’ in Bharata- 

Natya 131 

Bhujangancita, Karana 94, 25N; 

comparative study of 96 
Bhujangatrasita, Carl 61,100,18N 

Bhujangatrasita, Karana W, 
27N; comparative study of 

94 


Bbujangatrastarecita, Karana 94, 
27N; comparative study of 95 


Bhumitadana, use ^ 

Bhutamatr festival and Gondali 

• • • 

dance 134 

BhuvaneSvar temples, dance in 

114 

Bimbasutra 61, 11N 

Bindu, Deft Karana 122 

m 

Bird-dance 20 

Bodleian Library 162; Chandra- 
shamsher collection in 162 
Bols 133, 151 

Bommalattam players 163 

Bow (our kinds of handling 

Brahma, dance by 2 

Brahman chiefs 11 

Brahmans and dance-tradition 33 
Brahmasutra 61, UN 

Breast, abhinayas of 22,27fn., 132 


Brhaddeft, importance of 37 ; 
meaning of 45; discussion of 
its T.S.S. edn. 45 ; Vadya 
chapter of, missing 45; addi¬ 
tional Hastas in 45 ; dance- 
chapter of, missing 45, 46, 
117; date of 46; quotation in 
Jaya from dance-chapter of 
46-7; important for Deft 


music and dance 81-3. 

Brhadl£vara temple, Karan*- 

sculptures in 87 ff. 

British Museum, 19 

Brnda, Orchestra 153 

Brows, actions of 22, 27 fn.; 

lifting of 133 

Buddhist Antiquities 19 

C&ilanrtta 6 fn. 

Cakrabhramarl 123, W 



Cakramandala, Karana 23; com- 

parativc study of 98 

Cakravartanika, alternate name 

of Urdhvamandala 52, 13N 

• • 

Calakas, arm-movements 45, 50, 
116; Kobala on 50, 117; 
Bhatta Tandu on 50; seven- 
hundred 21; Narada on 81; 
later name for Recaka 116; 
Sangita Meru on 117 
Calasamhata, Hanu 69, 4N 
Cali, Dell Lasyanga, explained 

131 

Calivada (—vali), Desl Lasyanga 

129, 33N; explained 131 

Camara, dance with 146 

Camunda lOlfn. 

• • 

Candali, dancer 151 

• • 

Candana, Deli-Lasyanga 130, 
35N; explained 133 
Candana, Vadya Prabandha 35N 
Capadupa, Ghargharanga 141, 

37N 

Carana, Deli dance 35, 117, 151; 
circular dance in 151; Jatis 
in 151; instrumentation in 
151; Bhramarls in 151 

Carcari, Dell dance 117, 35, 39N 
Career! songs 145 

Carl (s) 22, 27fn., 29, 35. 38, 39, 
44, 49, 53,63, 82, 100, 102, 
105, 106, 108, 133, 144, 150, 

156, 160-1, V»o, *»d, 

18N, 25N; popular alternate 
names of 53; concordance of 
alternate names of 53; four 
additional ones 73: gram¬ 
matical explanation of 60, 
17N; way of doing of 61; 
explanation of the names of 


61 ; new names in lit; ill 


Prcnkhana 

Carl(s), Akalika 
Carl(s), Bhauma 
Cari(s), Dell 
Cari(s), Maiga 


141 

32N 
32N, 33N 
35, 119,123 
118, 122, 32N 


Caryapadas, philosophical songs 

151, 223 

Catura, Hasta 7N 


Catura, Karana, comparative 
study of 96, 28N 

Caturalra, Deli Sthana 119, 110 
Caturalra, Hasta 6N, 11N 

Caturalra, Marga Sthana 120, 

19N 

CaturmukhalohadI, Dell Karana 

« • 


121 

Catuskona, Pata 125, 32N 

« • • 

Cavada, Ghargharanga 140, 37N 

Chalika, Nrtya 2N 

Chalukyas, Eastern 9 

Chanda, vadana ^8 

• • 

Channa, Deli Bhramari W 

Character-types 10N; and 

abhinaya 10N 

Charudattan, R 89fn. 

Chatra-Bhramarl K9 


Chayalaga, Skt. for Salaga, music 
style 142, 39N 

Chebiolu, village 10, llfn., 19 
Cbeda, teeth 4N 

Cheda, Vadya Prabandha RHV 
Chidamabaram, Karana-sculptu- 
res, mistakes in 89fif. 

Chief guest, at dance, qualities 
of 35,36 

Chinna, Karana 22N; compara¬ 
tive study of 97 

Cibuka 4N 

Cindu, song 148 



Ciotakru, Asana 20N 

Cint&krta, Sthanft 72, 76 

Cintu (—4u), Deil dance 20, 35, 
117, 148; S. Indian mode 
148 ; TriSula in 148; two 
kinds of 148; in Andhra 
de$a 148; offensive use of 


148 

Circular dance 145, 147 

Citra, Tala marge 

Citralobadl, De$l Karana 121 

• • 

Citrapftta, De$I Pada 124, 
Citrapurvaranga 142 

Clown's dance 20 

Cola frescoes 102 

Comic dance 38,150 

Complexity of movements 132 

Composer 

Compositions for instruments 159 
Conch, position of 159 

Conch-blower 154 


Concordance of Jaya with Bharata 


etc. INff. 

Contemplation, use 
Continuity 133 

Cosmic dance 2 


Costume, traditional, for dance 
156; in sculpture 156; accor¬ 
ding to Malavikagnimitra 
156; actual measurements of 
157; in Bhaiatasangraha 157 

Court-dancer, chief, her position 


161 

Courtezan-dancer 29 

Creative imagination 133 

Crescendo 131, 148 

Criticism, music-dance, indige¬ 
nous terms of 130-4 

Curnapada 149 


Curtain(s) 24fn., 28, 30, 154-5, 
159, 161, 41N; held by hand 
156, 159; three 36 

Cymkals 147, 151; players of 
154; position of 159 

Dagger, dance with 146 

Daksina, Talamarga 

Da la, De£l Lasyanga 129, 33N; 
explained 131 

Dalana, teeth 4N 

Damarl, Dell Car? (—Pada) 126 

Dance, in temples 19-21, 
23fn. AT; under the Kakatlyas 
19ff; on bamboos 20; of 
colours 20; technical terms of 
20 ; and &aivism 20, 23fn.; 
in Basava Purana 28 fn; in 
Ka&khanda 29; in Vijaya- 
nagar times 30, 31, 163; in 
courts 30-1; in royal house¬ 
hold 31; Kallinatha’s profi¬ 
ciency in 31; in Sangita Dar- 
pana 32; and Telugu 33; 
hand-books on 33 ; contri- 
buticn of Tanjore to 34; 
contribution of Telugu to 34; 
essential points of 35;suitable 
time for 35; preliminaries of 
*. 35; —practice 35;—exercise 
35; students suitable for 35; 
-dress 35; finer points of 35; 
presentation of 36; suitable 
hands for 36; Deli 44, 45; 
linguistic analogy for 116, 
118; local variations of 116ff, 
134; of Oopls 145; with 
Cfimara 146; with sticks 146; 
with dagger 146, 153; in 
festivals 148; in processions 
148; with baU 149-50; and 



marriage 149; acrobatic 153; 
in day-time 152; on rope 153; 
with weights 153; with high- 
jumps 153; with knives 153; 
on poles 153; traditional cos¬ 
tume of 156; most essential 
elements of 156-7; a concer¬ 
ted display 158; in painting 
164; and &iva IN; two 
varieties, soft and delicate 
3N; components of 42N 

Dance-art ^; history of 162; 

obscure aspects of 162; by 
women ^ 

Dance-compositions, S. Indian 32 

Dance-drama 30, 33 

Dance-forms, S. Indian 32, 148; 
popular 35; De$I 134; com¬ 
parative accounts of I34ff. 

Dance-hall Jl,162, lighting 

in ; large one ; 

decorations of ; seating 

arrangements in 

Dance-master 77, 153 

Dance-movements 25fn. 

Dance-practice 36N; aids for 32 

Dance-recital, mode of 159-60; 
opening of 159-60 

Dance-sculpture(s) 19, 20, 31, 32, 
156, 23N, 27N, 29N; at 

Ramappa temple 19; at 
Chidambaram 20; at Tanjore 
20; in Warangal fort 20; in 
Waranga! temple 20 ; at 
Hampi 31; at Tadpatri 32; 
a guide to dancers 32; play 
of fancy in 114; difficulty of 
identifying 114; wealth of 
v (14; their dislocation by 


repairs 'in ‘tcMtrptes'134; 
Karanas in 162; at Nodamba 
164 

Dance-teacher 33 

Dance-terminology 50, 51; 

popular names in 50,51, 127; 
non-^anskritic 117 ; over¬ 
lapping in 117; new names 
for old ones 117; obscurity in 
117; repetition under Marga 
and De£i 118-20 
Dance-terms Ski. 118, 

Pkt. 118; vernacular 118, 

S. Indian 36N; N. Indian 36N 
Daocer(s) 19, 163, entry of 
144; women make-up 

of WVd; apparel of 
Dancing community in Tanjore 
Temple 113 

Dancing girls 10fn., 19, 31 

Dandanas in dance 22, 27fn. 

Dandapada, Carl 96, 106, 18N 
Dandapada, De$I Carl 84, 
33N, 127 

Dandapada, Karana 48, 55, 103, 
27N; comparative study of 
106 

Dandapaksa, Hasta 59, 13N 

Dandapaksa, Karana 26N 

Dandapranamtncita 121 

Dandapranata, De$I Karanal20-2 

Dandarasaka, De$I dance 28,119, 
• • 

141, 146-7, RRo, 39N; siame 

as Tamil Kolattam 146; entry 

in 147; large no. of dancers 

in 147; patterns in 147 

Dandarecita. Karana 25N; com- 
• • • 

parative study of 96 

Dandavartana 53 

0 m 

Dandikl, practising rod 3$N 



Dandin, poet 149; on Kandu- 

kanrtts 149 

Danseuse 155; chief, qualities of 
36; dress of 36; entry of 155, 
160; make-up of 156 

Danta-karman(s) 69, 4N, 5N; 

not in Bharata 69; given in 
Somelvara 69 

Darpasarana, Dell Karana 120-2, 


w 

Darlana-vidhi 

Dasarah 30; and dance 153 

Dalarupaka. plays 2N 

Deccan 9; and dance 140 

Delight, use of Karana 111 


Dell 28, 34, 44, 70, 83. 162, 2N; 
distinction from M&rga 29; 
codification of 45, 118; 

Kohala on 45, 117; 28 leg- 
movements of 83; two 
aspects of 116*7; defined 116, 
118; Somelvara on 116fT; 
£&rngadeva on 116ff; Parl- 
vadeva on 116ff.; overlapp¬ 
ing in 118; — M ~ga, and 
freedom and discipline 118 

Dell—additions ll8ff. 

Dell Bhramaris 35, 77, 113,117, 

122, vn 

Dell Carls 31, 35. 70, 117, l!9ff, 
124-6, 162, 31N. 32N ; 

Bhauma and Akalika 70; 
additional ones 84 

Dell-dance (s) 20, 80, 81, 115, 

162, 37NAF. ; Parlva- 

deva's definition of 118; 
—forms I34ff, —-varieties 
6fn, 


Dell-developments 37; Import¬ 
ance of Jaya’s work for 42 

Dell gatis 117 

Dellkara, Dell Lasyanga 129, 

34N ; explained 132 

Dell Karana(s) 35, 76, 113-5, 

117, 120ff., 32N; mix-up with 
Marga Katanas 113-4; In 
different writers 120ff; con¬ 
cordance of 120ff. 

Dell Lasya 21 

Dell Lasyanga(s) 26fn., 27fn.,28- 
9,77,79, 117, I28ff, 157. 161, 

162, 164, 33Nff;£amga- 
deva on 78, 1 ?8fF; Parlvadeva 
on 79ff, 129flf; Jaya on 78ff; 
and Bhoja 128; comparative 
table of 129-30; detailed ex¬ 
position of 130-4; value of 
Jaya’s treatment of 129-34; 
include points of criticism 
and appreciation 130-4; and 
aesthetics of the art 130; 
Palkuriki Somanatha on 134; 
in Basavapurana 164; in 
Panditaradbyacarila 164 

Dell-material 5, 62; in Some!- 
vara 62 ; in garngadeva 68; 
in Parlvadeva 68 

Dell music 46, 81, —terms 

21, 29; definition of 1 (8 

Dell nrtta 5, 9, 35, 46, 129, 

value of Jaya’s treatment of 

36 

Dellnrttasamudra, work, nature 
of 81; probably by Narada 

81 

Dell Pad s 35, 77, 117-8, 123-5, 

31 N; in Sanglta Ratnfi- 
kara 77; in Matanga 77, 10, 
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123; in Par^vadeva 7 7 ; sixteen 
80; 28 more 80; overlapping 
in 123; according to Desl- 
nrttasamudra 123; according 
to Kohala ! 23; comparative 
study of 1 2 3-4 ; varieties 

of 33N 

Desl-paddhati, 79-hO. l'*5, 142, 


opening n 

recital 

16C; of Peianl .-SN 

Desl-patalm, its position in 

orchestra 

’ «, 

DesI Pat is (Pa las) '1 

■ % ' y 

> * ■ 

De$I poses 

: i “ 

DesI songs 14‘-^; m 

Nalv.i 

■ 

Sastra 146 

Dcsi Sthan.i(k:i)s 

, ■» 

1 L 

11 ^-3, i i 6-7, I!'-.! ’ 

! ♦ i > 

- -<■ *i 

in dilTercnt v-t'H 

X 7 

i.- ■ 

seated 1 -0 

DesI 1 alas 

i 

l 

DesI teimiin’louy 

* 

* 1 

repetitions fi»-m iVi., 

"> V 

( 

DesI varieties 

•J 

Devadasi dancer 

Devagin, YaJnV.. •ipi'a- 

♦ ' t 

1 

Dev,'lit. 1 !• /, 1. la C 

• 

or the w or h o. 

^ ~ 

Deva ajd 11, k \\*2 

T ' 

Devi shrine, ( 'liuDrnhiua-n 


da nce- s cu 1 r 1 n - m 

X'/s 

Dhamir, !ln 


Dhaniihk c > n • 

• - • 

(-3 

Dhanurak'irs in g.v,i by 

• m 

iihai- 

• 

t.i Tandu 

• • « 

30 

Dltaran i, icetii 

4 N 

Dlmrm.isagar, placi* 

19 

Dhasaka, DesI 1 i.-yaiiga 

l?0. 

35N; explatneu l-'3 

DhehkI, Tala 
• 



Dhruva, Tala marga 

Dhukali (Tukali), De.4i Lasyanga 

29, 33N 

Dhvajnmaha IN 

Difficult executions 132 

Dig-blirriniarl »\SP 

Diksvasiik*i. Karana 2KN 

* 


Dillayi (D illayi. DluHdvi) Pe£l 

Lusvahga i33>, Ps>. 3 , 34N; 
explained 133 

Dima IN 
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Dr a 1 , idi; 

n ?V 

i 

“ k 

ill 

T tr 

ue 148 

r> . /. \ 

JL>1 * i i IS) 

*, ' 

k 

► 

* ✓ 
* 

> 

i % 

, > 

i i. _ 

l.is 115 

Drums, 

f / f 

l ‘1 J y * 

/ 

n • 

4 

\ 


^ -« 

; i hange 

of 






1 ^3 

Drum 

T> 

10, 

V 

t ' 

j f n 

• t 

151, 159 


Drunken gait, use of Karana 112 

r m 

Druta 

DurmniliL.:, Upaiupaka 2N 

Duvakkara in Gondall 137 


24 



Dvi$ikhara, Samyutahasta 75, 
14N, 15N 

Ear, actions of 27fn., 35N 
Ease in doing 132 

Eastern India, dance-texts of 140, 
152 

Ekajanugata, Desi Sthanaka 119, 
30 N 

Ekapadalohadi, De^I Karana 121 
Ekapadancita, Desi Karana 121 

Elakakridita, Carl 109 

• * 

Elakakrldita, Karana 27N; com- 

« • 

parative study of 109-10. 
Ellora, Karana-sculptures in 107 
Emotion • state of 11N 

Emotional richness 34 

Enapluta. De$I Karana 120—2 
Epigraphy, Kakatlya 163 

External Testimonia 4-8 

Eye, actions of 27fn.; importance 
of 35 ; following |the hand 
132, 158; and feelings 157, 

movements of V9£ 

Facility to bend 132 

Fancy dress * 20 

Fantastic displays in Perani 139 
Fear, use of Karana 108 

Feeling in dance 132; and eyes 
157-81, \j^ 

Feelingful performance 132-3 
Feet, movements of 22, 27fn; 

and rhythm 158 

Female dancing figures in sculp¬ 
ture 114 

Female power 136 

Feminine postures 20N, 21N 
Festival ( s ), and dance 148; 
music instruments in 154; 
of Indra's flag-staff IN 


Fight-movements 

Finale of a dance 133 

Finish of a sequence 130-1 

Flawlessness in dance 132 

Flow 133 

Flutist 151, 154, 159 

Folk dances 20 

Folk-forms in dance 132 

Foot-work in dance 21, 133 
Foreign travellers 30, 31 

Frescoes, Cola, dance in 164 


Gait(s) Tva; in dance 22; of 
different birds and animals 
22, 25fn, 26fn ; slow 132 
Gajakrldita, Karana 28N ; com¬ 
parative study of 103 
Gajara, in Gondali 137 ; Vadya 
prabandha 9^ 

Gajavahana, use of Karana 23N 


Gamaka, music 21, 

Gamanagamana, use 

Ganapati, of Ayya family 11 

Ganapatideva, Kakatlya king 

8-10, 12, 74 
Ganapatideva, Kolani Mfn. 

GanasofSiva, Pindis of 142 
• • • 

Gandasuci, Karana 49, 28N ; 

ft • w • 


• comparative study of 103 


Gandharva, musician 

GaneSa, worship of 35; dance 
by 

Gangadevi, poetess 13 

Gangavatarana, Karana 29N ; 

comparative study of 112 
Ganna, minister 11 

Garudapaksa, Desi Cari(—Pada) 

127 



Garudapaksa, Hasta 

48 

Garudapluta, Karana 48, 

26N; 

and Garuda Sthanaka 

• 

119 

Garugi, Tala in Perani 

141 

Gatagata, use 

w 

Gati(s) in dance 20, 28fn, 35, 

150, 42N ; of 

birds 

and animals 28fn ; Desl 35 

Gatistha, Desi Lasyanga 

130, 

35N; explained 

133 


Gaundali. See Gondali 

• • • • 

Gayaka-brinda, vocal group 

153 

Gayaka, Mukhya, qualities of 

153 

Gazing, use 

Gesticulation 130*1, 2N 

Gesture y^ • infinite y<£ • basis 


of yd 

Ghallana in Prenkhana 141 

• • 

Ghana 6fn. 

Gharghara, Peranyanga 21, 138, 

140-1, 37N ; explained 

139 ; angas of 140, 

37N; comparative table of 
37N 


Ghatasa (Ghatisa, Ghadasa), 
variety of Hudukka 151, 


Ghatavartanika (?) 14N 

Ghatisani (?) dance 35 

Ghatisastri (?), De£i dance 150-1; 
meaning of 150-1 ; Candali 
dancer in 151music in 151; 
instruments in 150-1 

Ghattisa 16N 

• • 

Gbattitotsedba, De$I Pada 


Ghumita, Karana 55, 
comparative study of 

Gita 

Gita (Gondali) 

Gita, Peranyanga 138, 
37N; explained 139, 
of 


29Nf 
95 
21, 84 
137 
140-1. 
details 
141 


Gita-chapter in Sangita Cinta- 


mani 

Gitagovinda, inspiration 
imitations of 
Gitamarga 

Gitangavadya in Gondali 
Gitanuga 
Gitavadyata, De6i Lasyanga 129, 
34N 

Gitis 46; Yastika on 46; 
Matanga on 46 ; £ardula on 
46 


6fn. 
of 33 ; 
34 
149 
137 
159fn. 


Glance, appropriate 133 

Goad, use 

Golconda 34 

Goli 19 


Gomutrika, in Kanduka dance 

150 


Gondali, De$l dance 28, 35, 67, 
68, 119, 134-7, 142, 

first dealt with by Some$- 

vara 68, 134 ;—vidhi 134 ; 

a Maharastri name 134 ; 

• • 

meaning of 134; a Karnataka 
mode 134; make-up of 135; 
music and dance of 135-7; 
in Sangita R^atnakara 135; 
in Sangita Samaya Sara 135; 
details of performance 135; 
instrumentation in 135-7; 
songs in 136-7; Talas in 
136-7 ; in Sangita Muktavali 
136; Buddha and Sankirna 
136; development into a 
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group-dance 136; Pindi- 
bandhas in 136; patterns in 
136; generalised into a 
Lasya 136 ; Prabandlui in 
137; Samahasta in 137; 
Praharana in P 7 ; Mtikha- 
vadya in 137; Jhenkara in 
137; Rigavani (Rigoni) in 
1*7 ; Jliakka in 137 ; Ant ir- 
vaduna in 137; Tuduka in 


137 ; Camatkara in 137 

Gondall Nartaki 40N 

• • 

Gopis and Krsna, dance of 145 
Gosthi, Upaiupaka 2N 

Grace 131-3 

Graha, Tala 

Grahamakha 

\ 

Gruhana, Cibuka 4N 


Grammatical explanations of 
Anganara 60; of CaT 60; 
of St liana 60 


Grants to musicians and dancers 

19 

Grdhrav.dini, Karana 49, so, 
■ ■ 

29N ; comparative study of 


104 

Grlva- ; uses of -jo 

Group-dance 136, 142, 14: 

Gujerat and dance 151 

Gulma, formation by three 

dancers 143; other descript¬ 
ions of 144 

Gurnpha of Karanas 

Gumphana (Gulma) 144 

Gunda, Kakatlya minister 8 

Gundall(Gondall) 141 

Gundamatya 11,12 

Gundaya, minister 11 

Halllsaka, Uparupaka 2N 

Hampi 31 


Hamsapaksa, Hasta 60, ^o > 
13N 

Hamsaruta, additional De$I Carl 

84 

Hand(s) additional actions 

of 72; rest at hips of 82; 
and meanings 157; to be 
followed by the eye 158; 
—poses in dance-practice 35 
Hanu 4N ; kinds of 69; notin 
Bharata 69 ; given by Somes- 
vara 69 

Hatinapluia, Cari 106, 18N 
Harinapluta, Desi Cari(-Pada) 

126 

Harinapluta, Karana 49, 23N ; 

explained 106 

Harinapluta, under Marga and 
Desi 128 

H'trmony with music 131, 132 
Hastn(s) 22. 27fr., 39, 58, ((!. 62, 
137, 133, 162, 5N, 11N, 

23N. 75N ; totni no. of 

39-40, 67 69, 5N ; different 
writers on 39-40; ATijali 40; 
Saimuta 40 ; additional 45, 
15 ; their natural con¬ 
nection with emotion 60; 
single and double oN 

Hastabinnaya 6fn., 35, 5N, 9N ; 

' and types of characters ION 

Hasta-Karana 58, 60, 9N 

Hasta-Pracara(s) 41. 72, 74, 9N, 
10N; ten 74; five 74, 75 ; 
three 74; Adhomukha75; 
Agraga 75; Trvasra*75; 
fifteen additional ones 75 


Hastasvastika 
Hasya, drsti 

Havya, use 


104-5 




Head, actions of 22 

Head-movements 27fn.; addi¬ 
tional 4N 

Hindola raga, songs in 146 

Hotra, use 


Hoysala temples 114; dance in 
114 

Hudukka 159, ; posi¬ 


tion of 159 

Humilitv, use af Karana 108 

Hunters, dance 134 

Imagination 133 


Imi rations, in dance 20, 21, 23fn.; 
26fn.; cf gaits in dance 
22 ; of animals in PeranI 139; 
of animals etc. 150 

Immadi, Mallikarjunaraya, king 

31 

Indaluri, Chief 14; family 11 
Indradhvaja, festival IN 

Inscriptions 9-11. 19. 89; and 
dance 29fn., 163; in Tanjore 
temple 113 

Instrumentation 160; in dance 
46-7, 139; in Dcsj dance 
142 

Instruments 130, 133, If 7 , ]61, 
163, tuning of 159, 

1 (->0; Maddala 163; Kurada 
163; in dance 130-2 
Instrumental compositions 159, 
36N 

Instrumental ensemble 40N 
Instrumental group, leader of 

153 

Instrumental music 21, 24fn. 
Interpretative dance, Nrtya 2N 
Intoxicated gait, use of Karana 

107 

Jainism 13 


Jaitrasimha, Yadava King 9 
Jalaja-Karanda, vadya 19fn. 
Jalasayana, DeSi Karana 113, 120 

Jangha(s) 15N;—kartnans«; 
movements 70 


Janghalarighanika, Desi Carl 
(-Pad a) 127 

Janghasvastika 98 

Jangliavarta, Desi Carl (-Pada) 



Janita, Carl 53, 106, 109, 17N 
Janita, Karana 107, 26N ; com¬ 
parative study of 109 

Janu(s) 15N movements 70; 
not given in Bharata 70; 
found in Somesvara 70 

Ian ugata 

Jathnra I5N 

Jati(s) 133, 151, 40N 


Jati(s). music 46 ; and 

Jati gltas 

Jatra 

Javanika 


drama 46 
2? -v 
148 

21 


Juya. account of 8-12; patron 

of 8-17 : music work of 36, 

3 ’-4; review of the dancc- 

wwk ol 34-6 ; importance 

of his dance-work .6 ; value 

of Desi-treatment by 36, 42, 

161 ; authorities cited by 

36fT ; value of his text for 

Klrtidhara and Tandu tradi' 

/ • • 

tions 37; originality of 
38-40; evaluation of 38; 
skill of 40, 41; liberal atti¬ 
tude of 42, 161. independent 
outlook of 57; anonymous 
references to others by 71-3; 
value of his interpretations 



81; reference to hii own 
views 81 fT; practical experi¬ 
ence of 82.3 ; writers inde¬ 
bted to 84-5; De£l dances 
desciibed by 115ff; valuable 
treatment of De£i Lasyangas 
129-34, 161 ; date of 135; 
and post-Bharata material 
161 ; poetry of 161 ; contri¬ 
bution of 161-2; value for 
knowing non-Bharata tradit¬ 
ions 161 ; value for the 
study of Karanas in sculp¬ 
tures 161 ;.Jaya-Bharata-con- 
cordance 37,42, INff; under¬ 
standing of Bharata by37-42, 
161 ; Jaya’s citations from 
Bharata 42; and their value 
for textual criticism 42, 161 ; 
heavy indebtedness of Jaya 
to Abhinavagupta 37ff; his 
usefulness for correcting 
Abhinavabharatl 57, 161 ; 

his help for understanding 
Abhinavagupta 57ff, 161 ; 

used by Kumbha 5, 

^V$V\S; Vfl l ue °f hi* text for 
Matanga-citations 46-7; for 
Bhatta Tandu tradition 161 ; 

for Kirtidhara tradition 161 ; 
-and PatsSvadeva 31Nff; mu¬ 
tual relation of 77ff; para¬ 
llels with ParSvadeva 37;-and 

Sarngadeva 4Nff; parallels 
with Sarngadeva ^7, 57; 

indebtedness to Someivara 
of 37, 67; close study of 
Some£vara by 68 ; used by 
Tulaja 8; cited by Tulaja 

and Vcma 6, 


17N ; used by Vema 6, 
39 

Jhaiika, De$I Lasyanga 130, 133, 
34N 

Jhankali, De$i Lasyanga 29, 134 
Jhankara in Prenkhana 141 

Jhenkara 38N 

Jodani, Vadya prabandha 159, 

Jumps 138, 141, 153; Carls in 
volved in 70 

Jya-akarsa, use 

Kahala blowers of 

154; the position in orches¬ 
tra 159 

Kaivara (Kavicara in Skt.), Pera- 
nyanga 21, 117, 138, 140, 
141, 37N; explained 139 

Kakatiyas 10, 14; Sanskrit under 
il; relationship with Ya- 
davas 13-4; -ruins 11S ; 
Prataparudra 162; inscrip¬ 
tions 163; Rudramba 163; 
Ganapati 163 


Kaksavartana, alternate name 

• 

for Parsvamandala 

• • 

52, 13N 

Kalacari. dance 

148 

Kalanupura, De$I Pada 

125 

Kalasa 

131, 148 

Kali, dance of 

90 

Kalidasa and dance 

20N 

Kalidasa, plays of 

29 

Kalinga 

10 

Kalyan, capital 

134 

Kampa, gamaka 


Kampita, lip 

4N 

Kamsya 


KancI 

10, 13 

Ka(kha)ndana 
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Kanduka, De£l dance 35, 117, 
149-50; in Da£akumaracarita 
149; details of performing 
149-50 ; rhythms in 149-50; 
patterns in 149-50 ; music in 
149-50 ; technical terms of 
149 ; Karanas in 149 ; Man- 
dalas in 149; with many 
balls 150; several dancers in 
150; Carls in 150; Lasyangas 
in 150 

Kanduka, balls, material of 150 

Kanduka-khelana, pastime 149 ; 
in Svapnavasavadatta 149 ; 
in Tamil Brhatkatha 149 

Kandukavatl, pr ncess, dance by 

149 

Kandyan dance 21 

Ka(Kha)ngula, Hasta U7fn., 7N; 
explained 7N 

Kapalabhramarl 123 

Kapalacurna (-curnana ), Desl 
Karana 70, 73, 122, • 

alternate name for Kapala- 
sparsana 76 

Kapalaspar£ana, De$i Karana 
70,73, 76, 120, 122, 31N; 
alternate name for Kapala¬ 


curna 73 

Kapota, Hasta 41, 8N 

Karabha, edge of palm 

Karada-vadaka 163 

Kara-karmans 9N 

Karanas, De$I 35, 119ff.; in 

Vaddanga dance 20 


Karanas, Marga 22, 27fn., 29, 35, 
39-41, 44, 47-50, 56, 63, 72, 
83, 115, 122, 132-3, 138, 149, 
156, 161, 164, ^oo, 


W W. TO. W, w-'*. 

W. W, w. 2N, 17N, 

32N 

-sculptures of 20; a 109th 
added by Laksminarayana 
31fn.;Tandu on 47-50, 86ff; 
Kirtidhara on 57ff., 86flf.; 

alternate names of 51ff. ; 
alternate explanations of 
51ff.; Bharata’s brevity on 
59 ; on how to do them 59; 
constituents of Angaharas 
60, 30N ; rationale of the 
total no. of 61 ; defined 85 ; 
importance of 85; later 
history of 85; beauty of 85 ; 
hundred and eight in M&rga 
86; aids to the study of 86ff.; 
divergent conceptions of 
86ff.; in Chidambaram tem¬ 
ple 86ff.; in Kumbhakonam 
temple 87flf.; in Vrddhacalam 
temple 87 ; in Tiiuvannd- 
malai temple 87 ; compara¬ 
tive study of87ff.; Jaya on 
86ff.; in Jain painting 87 ; 
in Kakatlya sculptures 87 ; 
detailed review of texts and 
sculptures re. 89ff. ; seated 
98, 103, 109, 11 3 ; reclining 
105, 106 ; lying 113 -sculp¬ 
tures, Taniore, date of 113; 
•sculptures, Ktimbhakonam. 
J>aivite 90 ;-traditions, use¬ 
fulness of Jaya for under¬ 
standing 113; De£l admixture 
of, in the South 113 and in 
the S. Indian temple sculp¬ 
tures 113 ; Klrtidhara-Tandu 
variations in 113; pictorial 




representations of 114-5 ; 
popular names of 117ff.; and 
Cari 128 ; of Tandava 142 ; 
use of 22N 

KarasparSana, De£l Karana 122 
Karata, vadya ; its position 

in or chestra 159; -players 
154 

Karihasta, Desi Carl(-Pada) 126 
Karihasta, Karana, 93, 96, 

29N ; comparative 

study of 107 

Karihasta, Nrttahasta 56, 6N, 

1?N 


Karihasta under Desi and Marga, 
compared 128 

Karmaravi marjana 

Karnata language songs 134 
Karnataka, musician 33; dance 
mode 134 

Karpura lamp 

Karpuratilaka, dancer 29 

Kartana, teeth 4N 

Ivartari, Desi Carl (-I’ada) 127 

Kartari Lohadl 121 

Kartaryaiicita, Desi Karana 1-1 

Kashmir, artiste from 1(3 

Kasikhanda, dance i.i 29 

• • 

Kat ikamukha, HasH 41, 1171'.., 

1 7N. MN; u>-es of ‘SvS 


Katakav.irdhamana, H.,,t< 
uses of 



Katara, DeSI Cari (-Pad. ) 1 6, 

5- - 3 N 

Kathak 21. c-4 

Kathakali 131 fn.. 156, 7N 

Kati 97, 15N 

■ 

Katibhranta, Karana, 25N ; 

comparative study of 97 
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Katicchinna, Karana 22N ; com- 
parative study of 92 

Katihasta, Karana 48, 93, 104, 

24 N 

Katirecita, Angahara 30N 

Katisama, Karana 2BN 

• 7 i 

Kavicara, 21, I17fn.; Sanskrit for 
Kaivara 37N 

Kavita in Prenkhana 141, 

Kavita, instrumental composi¬ 
tion 160; same as Kavitva 
or £abda in S. 1. dance 160 

Kavva 14 

Khadgavartanika, alt. name for 
Mustikasvastika 41, 52, 56 

Khaluhula, Ghargharanga 140, 

37N 

Khandakavya 13 

Khandana, teeth 4N 

• * 

I< handasuclf-sucika), Desi Stlia" 
na 119, 120 

Kharvata, slight lowerinc of the 
bodv 131, 156-7, 19N; impor¬ 
tance of ] 56-7 ; in sculpture 
1 5 7 . and SauMdnva 1 57 

Khecarls. See AKasa Carls 


Khulta, Desi PaJa 124 

Kiakir.T vadana 151 

Kinkrnl-vidhi, use 

Kirata, Siva, and danc? 15 


Kirikiti (-kittaka), Tula vadya 

147, 39N 

Klrtidhara, value of Java’s text 
for the trad tion of 37; 
relation to Tandu 49, 51 ; 
value of Jaya’s text for cita¬ 
tions from 50fF; Jaya’s 
direct access to the work of 
51, 56-7 ; his understanding 
of Bharata 53 ; practical 




experience of 54 ; differences 
in the tradition of 56, 161 ; 
value of the treatment by 
56; on flute 55; on sthayi 
drstl 56; chronological posi- 
tion of 56 ; and Kumbha- 
karna 56 ; on Karanas 90ff; 
-version 163; reading 8N 


Kittu, De£i Lasyanga 129, 148, 

34fn.; explained 132 

Kodahgiyata 20 

Kohala, views of 29 ; quoted in 
the Sangita Suryodaya 30; 
importance of 42fF; relation 
to Jaya 43-4; on Desi 45, 
117; Vartanas mentioned by 
50; hi* work not available 


117 

Kolani family 14 

Kolanuvldu 14 

Kolatta, stick-dance 28 

• • 

Kolattam, Dandarasaka 146 

• • • • 


Kolbata (Kollata, Kollatika), 
Desi dance 35, 117, 153, 
^^9, 40 N 

Kolhatika, acrobatic dancer 40, 
153 


Komala, soft style 




Komalika, Desi Lasyanga 130, 


34N ; explained 
Komati Verna Reddi 32; 

Jaya 

Kona for playing an instrument 

147, 39N 


132 

and 

85 


Kondavidu 
• ■ • 

Kopperuncinga 
Kramatadita, DeSl Pada 

w W 

Kranta, A*ana 
Kranta, Karana ^y, 


29 

88 

124 

22N ; 


comparative study of 98; 


alternate name for Yogakrta 
72. 76. 19N 

Kranta, Mandala 

• • 


Krsna, dance by 


Krsnadevaraya 

31 

Krsnavatarana, a 109th 
• • • • T 

Karana 

• 


added by Laksmlnarayana 


31 fn. 

Krtayuga IN 

Krttika, asterism 149; dance on 

149 

ft 

Ksetraina, imitations of 34; 


personality of 34;-Pada, 
music of 34 

Ksetrancita, De^I Karana 121 
Kucipudi, dance at 33; Bhaga- 
vatas of 33 

Kucumbinl. De<f Pada 125 

Kullrika Deft Carl (-Pada) 126 
Kumaragiri, King 29 

Kumbhakarnn, uses Jaya 5, 85 

Kumbhnkonam, Karana sculp- 

• - 

tures, date of 88 

Kuncita. Ha*ta 29N 

Kuncita, Karana 28N; com- 
parative study of 98 

Kuncita. neck 


Kuncita, Pada 101, ^y ? 

26 N 

Kundall, wrong Sanskritisation 

• m 

of Gondali 29, 135-6, ; 

-celestial dance/ 135 ; identi¬ 
fied with KundalinI Sakti 


136 

Kunita, lip 4N 

Kuntala(s) ^y^ 

Kurmalaga, De^I Karana 121 

Kurmaka, alternate name of 

Kapota Hasta 8N 


25 



Kurmasana, Dell Sthanaka 119. 

20 


Ku(Pu)tila, Vadya-iequencc 160^ 

36N 

Kuttana, Pata 32N 

• • m 

Kuttana, teeth 4N 

%• 

Kuttanlmata on Matanga 43 

Ladhi(Lali), Deli Lasyahga 73> 
129, J3N See Lali 
Ladies* group dance 142 

Lady-drummers 20 

Lady-singers 133; their position 
in orchestra 139 

Laharl, Vadya prabandha ^9 

Lajja, use ^ 


Laksmana. See Laksmlnarayana 

31 fn. 

■» • 

Laksana, dance-technique 133 
Laksmlnarayana, dance-teacher 

31 

Lalata, Hasta 13N 

Lalatatilaka, Deli Cari (-Pada) 

127 


Lalatatilaka, Karana 90, 26N; 
• • 

comparative study of 97 ; by 
hand 101 

Lalatatilaka, under Marga and 
Dell compared 128 

Lali, Desl Lasyahga 29, 73, 132, 

33N ’ explained 131 

Lalita, Hasta 69, 72, 6N 

Lalita, Karana 23N; comparative 
study of 95 

Lalitasancara, Mandala 

Lalitoddhata, style of dance 151 
Langhita, Desl Lasyahga 130, 
35N; explained 133 

Langhitajanghika, Deli Cari 
(-Pada) 126 

Langhitapratilangfaita, Deli Pada 

125 


Language, Bhandika 79, 139 

Languages 138, 132 

Lankadahancita, Deli Karana 

72, 121, 31 *N 
Lasaka-Rasaka, doublets 145 
Lasya 34, 128, 136. 138, 

142, 2N, 3N 
Lasya, Dell 12Sff. 

Lasyangas (Dell) 26fn., 29, 

35, 128, 150 

Lasyangas (Marga) 71, 82, 3N; 


two additional ones 

3N; 

additional 

varieties 

41; 

additional 

varieties 

not 

accepted 


82 

Lasyangas, Marga and 

Dell, 


difference in the conception 
of 130 

Lata, Hasta 40, 49, 59, 69, 96, 
97, 103, 104, {oU. 

6N 

Lata, formation by four dancers 
143; other descriptions of 

144 

Lataksepa, Desl Pada 124 

Latavrscika, Karana 28N; 

comparative study of 97 
Laughing, use 

LavanT (Tavani), Deli Lasyahga 

129, 34N 

L’aya(s) Vv ^ 

Lay a. Deli Lasyahga 130, 34N ; 
explained 132 


Laya, tempo, druta, madhya. 


slow 131 

Layalraya 2N 

Lectio difficilior 4 

Leg-poses 136 

Lehana, Cibuka 4N 

LehinI, tongue 4N 

Life of the performance 158 
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Lina, Karana 23N 

Line, in dance 131-2 

Linguistic analogy 116 

Lipi, additional movements of 
69 ; actions of 74 

Living the feelings 158 

Lohadi, Desi Karana 120-1, 31N 

• f 

Lohadyancita, De$I Karana 121 
Loka 

Lolita, Karana 4S, 25N ; com¬ 
parative study of 111 

Looking into, use 

Lotita, Desi Karana 31N 

Luthita, Pata, De£i Pada 125, 

m w m w 

32N 

Luthita, Skt. for Lohadi 31N 
• • 

Lying postures 20N 

Macaladevl, dancer 29; play 
based on her 29 

Macupalli Kaifiyat 33 

Madalasa, Asana 20N 


Madalasa, Desi Can (-Pada) 126 


Madalasa, Sthana 72; alternate 
name of Cintakrta 72, 76 
Madam, place 30 

Madaskhalita, Karana 54, 28N; 
comparative study of 109 

Maddalavadaka 163 

Maddalavadana, use of Hasta 

12N 

Madhupa, foot-work, De£l Carl 
(-Pada) 118, 123, 125-7, 

32N 


Madhya 

Madhyamamada, use of Carl 

18N 

a 

Madhyamanguli 

Madras Govt. Oriental mss. 

Library 3t 1 

Madras Museum 19, 164 


Madurai 34 

Mahabbarata, shadow-play of 

20 

Mahadeva, Kakatiya 9, 74 

Mahakavya 13 

Mahanavami, celebration of 30 
Maharaja’s Palace Library, Tri¬ 
vandrum 6 

Maharastrian dance 6fn. 

• • 

Mahasivaratri festival 20 

Mahesvara (&iva) 101 

Mailamba 19 

Makara, Hasta 108 

Make-up 21, 24fn., 133, 156; in 
Rasaka 144 

Malapa 36N ; in Prenkhana 141 
Malavika’s dance 156, 159 

Mallesvara temple 29fn. 

Malyala family 11 

Manah, Desi Lasyanga 130, 34N 
Manasollasa, dance-section of 

4N 

Mandala(s) 35, 63, 76, 104, 109, 
160, 9^,, 17N, 21N; 


meaning of 76; in Pren¬ 
khana 141 

Mandalasvastika, Karana 27N ; 
• • • 

use of 27N 

Mandalin, Hasta 6N 

• m 

Mandara (Mandada) village 163 
Mandi, Kharvata 157 

Manjlrasinjita, Desi Pada 125, 

/ ___ 

Manodharma, Desi Lasyanga 
130, 34N ; explained 133 
Manuma Ganna 14 

Maralika, Desi Cari(-Pada) 126 
Mardita ; use ^ 

Marga 34-6, 45, 57, 128, 162 ; in 
music 46, ^y^. -Carls 32N, 

AkaSika 127; dance 119, 
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122, 2N; divergent tradi¬ 
tions in 36, 50; De£l 36; 

co-ordination 118; distinc- 
tion 29, 118, 121; true 

nature of 118; interpreta¬ 
tion of 118 ; Karanas 113, 
17N, 115 ; Sthanakas 119; 
—Talas 6fn. 


Marges of Tala 

Marjana, three kinds of ^9 

Marriage and dance 149 

Masrnata, De$I Lasyanga 130, 

35N ; explained 133 

Mattery of rhythm 132 

Mata-bhedas 7 


Mutanga, importance of 37, 45 ; 
specialist on flute 45 ; on 
DeSi Padas 77, 123 ; and 

De$I music 117; and DesI 
dance 117 

Matangabharata, apocryphal ms. 
of 3lfn. 


Matsyakarana, DeSi Karana 113, 

120, 122, 31N 


Matsyalolita, [Desi Karana 122 
Mattakrlda, Angahara ^y^ 

Mattalll, Carl 53 

Mattalli, dance 6fn. 

Mattalli, Karana 60, 117fn, 25N; 

comparative study of 95 
Matta-Tala(mathya) 36N 

MayuraUlita, Karana 28N; com¬ 
parative study of 106 

Mayurl-marjana on drum 159, 

W 


Meanings, ideas and hands 

157-8 

Mechanical aids for Pindis 144 
Meghaduta, imitations of 34 
Mela 36N 

Melapa in PeranI 141 


Melapaka, Gondali 
Ministrela 
Modellers 
Moon, use 


137 

151 

UN 


Mrdanga, -players 154; their 
position in orchestra 159 
MrtadarSana, use ^ 

Mukharagas 5N 

Muktajanu, Asana 

Mukharasa, Deft Lasyanga 29, 
130, 134, 35N; explained 



Mukhatl, chief of instrumen¬ 
talists 153-4, 163 


Mukhavadya 40N 

Mukhyagayaka 

Mukula, Hasta 58 

Mukula, lip 4N 

Mundasana ^yy 


Musalaghatika,, alternate name 
of Janita Cari 53, 17N 
Music 26fn., 29, 36, 37, 132-3, 
—Classical 116fn ; Desl 

44-5,117; Popular 116fn.; 
in dance 130, 156, 160; in 
Purvarahga 28 ; ecstasy in 


Music Academy, Madras 5fn,, 

7fo., 8fn. 

* 

Music accompaniment 35 

Music accompanists in sculpture 

114 

Music criticism 133 

Music terms 

Musicians 19, 36N, 163, ^y^; 
grades of 

Musti, Hasta 41, 52, 7N 

Musti, variant form of y^ 

Mustikasvastika, Hasta 41, 51, 

14N 



Nada 159 

Nagabandha, DeSl Sthanaka, 
Utpluti Karana 119-22 
Nagapasarpita, Karana 48, 55, 
27N ; comparative study of 
111-2 

Nagarjunakonda 19 

Nairajita, head 4N 


Nataprstha, alternate name of 


Vyankola 77 

Naman y^ 

Nami Reddi 19 

Namra, Bahu 75 

Nandin, Pindl of 142 

• • 

Nandyavarta, De$I Sthanaka 119 

Narada, author of Deslnrtta- 

samudra 81, 117 

Narama 11 

Nartaka, dance master 77, 153 

Nartaka-laksana 40N 

• • 

Nartakl, laksana of 40N; of 

Desi 135; woman dance- 

teacher 

Nartanaka, Uparupaka 2N 

Nasa ^ 


Nata, neck 



Nata, tongue 4N 

Nataka(s) 26fn., 2N 

Natanasabha, Chidambaram 88 


Nataprstha, alternate name for 
the Karana Vyankola 73, 
31N 


Nataprstha, Desi Karana 122, 


Nataraja 90; image of 94, 100; 


forms of 

97 

Nataraja temple 

88 

Nattuvas 
• • 

163 

Natya, drama 

2N 

Natya io Andhra 

8ff. 


Natya 14; in Somanatha‘s 
works 20-9; definition of 
34; constituents of 34 

Natya Rasaka, De£i dance 35, 

145 ; different from Carcari 
146; Padarth&bhlnaya in 

146 

Natya £astra, works on 5-8, 

29, ^ 

Natya £astra of Bharata, variants 
in 42; textual criticism of 


161 

Navani, De£i Lasyanga 129 

Nayaka, kinds of 6fn. 

Nayak rulers 33 

Nayika-Nayaka-bhava 34 

Neck, Abhinayas of 22, 2~fn. 
Nija(Pada) 16N 


Nijapana(Nijavani), De$I Las- 


yanga 129, 132-3, 

34 N* 

Nijavani. See Nijapana 

Nikuhcaka, Hasta 75, 14N 

Nikuncita, Karana 54, 25N ; 

comparative study of 94 

Nikuttaka, De£[ Pada 124 

Nikuttaka, in entry 160 

• ■ 

Nikuttaka, Karana 43, 23N; 

• • • 

K oh a la on 43-4 ; compara¬ 
tive study of 92 

Nikuttita, leg 111 

Nirajana 

Nirgitavadya 36N 

Nirosthya, poetry ' 12 

Nirosthya Ramayana 14 

Nirvana, use of Ancita Karana 

94 

Nirvarnana, use of Ancita 
Karana 94 


Nisadha, Hasta 51, 69, y^, 

8N; divergent conception* 



of y^, 8N; etymology of y^. 


use of y^ 

Niskanthya, poetry 12 

Niskarsana, Cibuka 4N 

Niskarsana, teeth 4N 

Nissarada, De6i Carl(-Pada) 127 
Nissaru-tala in Perani 140-1 


Nisumbhana, use of Karana 

101fn. 


Ni£umbhita, Karana 54; com¬ 
parative study of 100-1; 
meaning of 101 

Nitamba, Karana, comparative 
study of 107, 25N 

Nitamba, Nrtta Hasta 107 

J m 

NiveSa, Karana 59, 23N; com¬ 
parative study of 
Nivrtta, Karana 
Nivrtta, neck 

m 


109 

26N 

v> 


Nolamba, sculpture 163 

N. India and S. India, 5; textual 
contact beween 5 

North Indian dance 21 

Nostrils, abhinayas of 22, 27fn. 
Nrtta 21, 34, 61, 82, 84, 2N, 
42N ; use 

Nrtta, Peranyanga 138, 140, 37N; 

explained 139 

Nrtta-chapter of Sangita Cinta- 
mani 6fn. 


Nrtta-Hastas 40, 42, 51-2, 56, 
59, 72, 74, 113, ^-y, 5N. 

6N, UN;—concordance 52 
-3 ; two additional 42; alter¬ 
nate names of 52-3, 56 ; 
popular names of 117fn. 
Nrttahastaviniyoga 

Nrtta-Lasya 144 

Nrttaratnavall, mss. of 3, 4; 
author of 8-12; detailed 


analysis of 34ff; concordance 
with Abhinava Bharat! 57, 
62-7; and Sangita Samaya 
Sara, parallel between 79ff; 
vogue of 84-5; used by 
Kumbha 85 ; used by Tulaja 
85 ; used by Verna 85 : its 
Importance for De$I dances 
134ff; De£i in 115ff; fore¬ 
most treatise 162; gaps in 
the mss. of 

ys-i, «o, w C, \i, 

W, U°, W, W». 

m, 

Nrtya 6fn., 34, 61, 82-3, 


2N 

Nrtya prabandhas 2N 

Nrtyaratnakosa, mistakes in the 
edn. of 56 

Nupura, Karana 55, 163, 29N ; 

comparative study of 96 
Nupurapadika, Car! 48, 82, 106, 

108, 18N 

Nupuraviddhika, Desl Can 
(-Pada) 126 

Nyayas 19N 

Orchestra 24fn., 36, 143, 154, 

^ ^y, 36N ; 

disposition of 159 

Oriental institute, Baroda 6 

Orissa 31 

Osthas, additional 42; karmans 
• • * 

of, ten 69 


Ota, De£i Bhramari »\$o • Vema 


on 



Ota, Vadya prabandha 41N 

Ota, in Prenkhana 141 

Otukara(s) 154, 40N 

Oyara, De$I Lasyanga 130, 34N ; 
explained 132 



Pada, Peranl vadya 140 

Pada, song for nbhinaya 33; 
definition of 33-4; compo¬ 
sers 34 

Pada, Vadya prabandha ^y s 

38N 

Pada in Prenkhana 141 

Pada. uses of ^ 

Pada-bbedas 38N 

Pada-ghattana 21 

Pada-kuttana 123 

■ • 

Padamanis tuy 


Padanguli(s) 70, 16N; not in 

Bbarata 70 ; given in SomeS- 


vara 70 

Padapata, De$I Lasyanga J30, 

3SN ; explained 133 

Padapaviddhaka, Karana 27N 

Padarthabhinaya 146, 22N 

Padarthai, shown by hand 158 


Padaa 70, 133, 16N; ten ; 

varieties of 32N ; additional 
varieties of 70; Desi 35, 

123-5 

Padasvastika 98, 102, 104-5, 

110-1 

Padatalodghattita, Desi Pada 

125, 

Paddhatis of dancing, different 
142; mode of opening a 
recital 160; Buddha and 
Citra varieties 160 

Padivada (vata), Ghargharanga 

140, 37N 

PadmakoSa, Hand 108 

Padmasana, De£l Stbanaka 119 
Padmavartanika, alternate name 
of Nalinlpadmako^a 53, 56, 

14N 

Pagativesa(mu), dance(Bahurupa) 

20, 23fn., 152 


Pahal vepa(-m) (Bahurupa) 23fn., 

152 

Painters 11N 

Paintings 

Pai(Vai)sfira, Veiara, Vadya pra¬ 
bandha ^y, 38N 

Paksapradyota(-ka), Haita 59, 
61, 82, 13N, 18N, 19N, 24N 

Paksavancita(-ka), Hasta 82, 

13N, 18N, 19N, 24N 
Palampet temple 20 

Pallava, Hasta 59, 69, 6N, 

12N 

Palms, rubbing of, use 


Pancanga, of Peranl 1?8, 140, 
37N; explained 139 

Pancapadaprasrta in Kanduka- 
nrtta 150 

Pancatantra, Telugu 31fn. 

Pandita Kausiki, dance-judge 

156 

Panditaradbyacarita, dances in 

138fn., 139fn. 


Panugal, place 19 

PapavinaSa, deity 29fn. 

Paramardi, king, quoted by 
ParSvadeva 78 

Paranmukha, Hasta-karana 59 

m 

Paravrtta, Angabara oy^ 

Paravrtta (-tala), Desi Carl 


(-Pada) 126, 


Paravrtta, 

• 

De$I Sthanaka 

83, 


/ 

119 

Paravrtta, 

* 

Jangha 

16N 

Parikrama 


98 

Parivrtta, 

* 

Karana 55, 

• * 

28N; 

comparative study of 

104 

Parivrttarecita, Angabara 

40, 


83, 30N; mode of perfor¬ 
mance 83 



Parsnicandaghata 53; popular 
name of Parsvakranta 53 

Parsniga, Pada ^ ;^o 

Parsniparftagata, DesI Sthanaka 

119, 30N 

Parsnirecita, Deft Cari (-Pada) 

125 

Parsnitadita, Pata 32N 

■ • • • 

Parsnividdha, Deft Sthanaka 119 
• • 

Parfta 41, 15N 

ParSvadeva, and Jaya 37, 79ff., 
3lNff.; mutual relation of 
77ff.; earliest mention of 78 
.Par£vaga, Hasta-pracara 75 
ParSvajanu, Karana 49, 50, 27N; 

comparative study of 104 
Parsvakranta, Carl 53, 100 

Parsvakranta, Karana 25N; 
comparative study of 100 

ParSvamandala, Hasta 13N 

• • * 

ParSvamandalin, Hasta 5N 

mm w 

Parsvanikuttaka, Karana 25N ; 

• a » 

comparative study of 97 
Parsvatadita, Deft Pada 125 
Parsvodvrtta, Deft Pada 125 
ParSvorutadita, Desl Pada 124 
Parvatl ^ i • dance of 142,^; 

promulgator of Lasya 29, 


135 

Paryastaka, Angahara jyo 

Paryayodvrtta, DesI Pada 124 

Pastime 

Pata, leg-movements 47, 32N, 

36N 

Pataha 147 

Pataka, flag ^ 


Pataka, Hasta 48, 75, 93, 97, 

Patakarana in PeranI 141 

• • • 

Pata(Pada)manis 80, 81, 83; 


Deft Carls 118 : Deft Padas 
121, 124, 127, ^\$y, ^ 

Patas 133; in Sangita Cin- 
tamsni 32N; Deft Padas 
127 

Pathya, text 3N 

Patra, a dance in Basavapurana 

28 

Patra, danseuse, description of 
161 ; qualities of 161, 

entry of 161 

Patrabhanga 58 

Patron, praise of 155, 37N; qual- 
ties of 155; entry of 161; 
music for receiving him 161 
Patterns in dance, circular, 
square etc, 136; diverse, in 


R&saka 145 

Pauses, intermediate 

Peacock-gait 25fn. 

Peda Ganna, minister 14 

Pekkhana 119 

Perama 11 


Perana(ni), Deft dance 20, 21, 

28, 35, 79, 117, 119, 137-42, 

32N; £aivite origin of 

137 ; qualities of dancer in 

137, 37N; additional dancers 

in 138 ; comic in 138-9 ; five 

• parts of 138, 37N, 38N ; 

comparative account of 139- 

41; animal imitations in 139; 

fantastic display in 139; 

music in 139; Peranl-Pad- 

* • 

dhati 139, 38N; 

incorrect descriptions of 140; 
details of performance 140-1; 
38N; make-up in 138, 
37N; in Sangita Ratnakara 
and Sangita Samaya Sara 
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137-4! ; Kumbha :md Vema 


follow J;t*, a on 


• 39 


Performance and audience 1 52 
Pctsiun dance 6fn. 

Penapu, use 

Phelidna-pata, Desi C an i-Pa. '.a! 

* • 

127 


Pul'ina. use 
Pi’.Sam Tri 

* m 

Pmacodi, ruler 
Pinakiina Hhattudu, 

• 9 • 


\ 

10fn., 19 
10 

drummer 

19fn. 


P:nd:*, formations bv two 

* ■ 

dancers. See Pindl M3 

• • 

Pin'unatPmdii 144, T'-N 

• - # - 

Pin-hs, nature of 142 ; sv mbolic 
• * 

of denies 142 ; AGv.ui of 

Siva 142: Patt isa ofNandm 

• • 

14‘ ; Lion of Devi N2; 

Ciaruda of Visnu ' -2 ; I otus 
. > * 

of Prahman 142; Airav: la of 


Indral42; Fish of Cupid 
11-2; 'Vacock of Kumar:; 14^; 
-saja tv* 143; -v.aif a 14?; 
Abliinaviiiupta on 143; (our 
kinds of 143; meaning of 
143: -bandhas s?6; in Riisa- 


ka 142, 145; by women 

143 

Pi'outte. in dance 21. 153 

Planets, propitiation of 

Plays, enacting of 21 

Pleasantness 133 

Poet - ? 6 

Poetry of Jaya 1 hi 

Pole-dancer 


Post-bharata writers 3N •.-deve¬ 
lopments of 35;—teachers 36; 
—material 161 

Pra bandit a (s) 32, 36N ; in Perani 

141 


Prabandh a(Gondall) 137 

• w " 

Pr.iharana, Yadya prabandha 
J59-60, 95 ^- 3 ; in Gondall 

137; in Picnkhanu 141; in 
reran! 141 

Pr iharan u Ta'a prabandha 161 
Prahaias \A ( . ; mrdu and air.fdu 


149 

Prakarani, play 2N 

Priil*.rts 116, ^9^ 

Prak rt-names in dance 122 

Pralambitn, Hast a 40, 59, 

PiamitiVL Desi-1 itsyilnga 130, 
35N ; explained 1 33 

Pramatha ganis 20 

Pranmukha, 1 iasta-karana 59 
Prasarita, lip 4N 

Prasarita, Padiinguli ^ 16N 

Prasarpita, Pahu 75 

Prasarpita, Karana 49, 55, 109, 


29N ; comparative study of 

107 

Prasthana. llparupaka 2N 

Pratapa, Kin^. quoted by Piirs- 
vadeva 78 

Prataparudra, Kakatiya king 
11-14, 29, 162; patronage 
ofT'inil l3fn. 

Pratimukhdii, second drummer 

153-4, 40N 

Piatiriipaka in Perani 141 

Pratoda, use 

Pral'alldha, Sthiina / \s? 

• 4 

Pratyangas of dance 21, 27fn., 

35, 38, 68 

Pravicaras 63, 19N 

Pravrta, Desi Piida 124, 

* 4 — 

31N 

Prekkhana(Preksana),De$I dance- 
35, 80, 141-2, 39N ; instru- 


26 
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mentation in 141, 160; dance 
in 141; Uddhata, nature of 
141;—Paddhati 

Preksana, Skt. for Pren(k)khana 

141 

Preksanaka, Uparupaka 2N 

Prenkholita, Karana 99, 107, 
25N; comparative study of 

106 


Prerana(Perana) 

Preranl. See Perani 

• 9 

Processions, and dance 
musical instruments in 




Pronnata, Sthanaka 76 

Pronnata, Stri-Sthana 

Pronnata, Tongue 4N 

Prose-kavya 13 

Prstha 41, 15N 


Prstliasvastika, Karana 54, 24N ; 

comparative study of 92 

Prsthodvrtta, Desi Pada 125 

Prsthotksepa, Desi Pada 124 


Prstholtanatala, DeSl Sthanaka 
* • • * 

119 


Public, the 

Puppet-play 23fn. , —shows 20 
Purahksepa, De$I Carl (-Pada) 

126 

Puratl, De$I Pada 124 

Purvaranga 6fn, 21, 24fn. f 28, 

IN; Buddha and Citra IN; 

music in 28 ; Pindi-bandhas 

• ■ 

in 142; Tandava in 142; 
Lasya in 142; Citra variety 
of 142 

Puspanjali 80, 120, 135, 156, 

38N; at the begin¬ 
ning of a recital 160 


Puspavacaya, use 
Puta 

Pu(Ku)tiIa, Vadya-sequence 
Radiance of face 


160, 

36N 

133 


Raga(s) 26fn., 46, 145, 

and drama 46 ; in Perani 
139; Hindola 146; amsa 
svara of 159 

Ragamarga 45; and Matanga 

45 

I 

Ragakavya, Uparupaka 2N 

Raghunatha Naik, king 33-4 
Rahasya, finishing touches 157-8 
Rajaraja Cola 88-9,113 

Ramakrlda, Uparupaka 2N 

Ramappa temple 19, 20, 115; 
dance sculptures in 115; not 
in illustration of Jaya 115 
Rangapitha, part of theatre 154, 

Rangasayin, Gurijala, Pada-com- 
poser 34 

Rangasirsa, part of theatre 154, 




Rahgavatarana 

155 

Rahgayasti 

138 

Ranja(Runja), Vadya 

45 

Rasa(s) 6fn., 133, 

158, 


eight . Utpadya-utpadaka 


bhava of —Drstis ^ 

Rasa dance of Gopls and Krsna 

145 

Rasaka, Desi dance 35, 117, 
142*5, 39N; group 

dance of ladies 142 ; differ¬ 
ent patterns in 142, 145; 
music in 145 ; and Rasa 145 ; 
and Lasaka 145; in Bhoja 
145;vaiiety of rhythms in 
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145; large no. of dancers in 
145 ; circular movements in 
145 ; entry and exit in 145; 
large stage needed for 154; 
— dancers, qualities of 144 ; 
entry of 144 

Rasaka, Uparupaka 2N 

Rasatala 145 

Rasavrtti, Desi Lasy&nga 130. 

35N ; explained 133 

Rasotpatti 

Rathacakra, De£i Cari (-Pada) 

126 

Ratnavali, Carcarl dance in 145 
Rayas of Vijayanagar 30 

Recaka(s) 29, 35, 42, 44, 67, 

30N ; additional 44 

Recakanikuttita 

Recarla kings 30 

Recita, Angahara 55, 57, 60, 
sy^ . 25 Karanas comprised 

in 57, *ye 


variation of 132; mode 
of keeping 145; kept 
by short sticks 146, and feet 
158;—syllables 36N, 40N ; 
recited at the beginning 160 

Rhythmic sequences 

Riding, use 

Rigavanl (Rigoni), instrumental 
composition 160 

Rippavanl(Rigonl), PeraniVadya 

140 

Robots 

Roga, use 

Rope-dance 23fn., 153 

Rope-dancer 

Rosa, use 

Royalty, symbols of 

Rudradeva, Kukatlya 9 

Rudradeva, Kolani 14; his con¬ 
tribution to grammar 1 (-2 ; 
his work compared to 
another in an Oxford ms. 


Recita, Hasta 47-8, 96, 102, I8N 
Recita, Karana 41 

Recita, lip 69 

Recita, neck 

Recitalata, Hasta 96, 163, 29N 

Recitanikuttita, Karana 2SN ; 

comparative study of 95 
Reddi kings 14fn. 

Reddi kingdoms 20fn., 32fn. 
Reddis 29 

Regional practices in dance 146 
Regional styles 2N 

Rekha, Desi Lasyanga 29, 129, 
134, 33N ; explained 131 
Repose in dance 132 

Rhotacism 145 


Rhythm 130, 145, mastery 

of 132; of instruments |133 ; 


162 

Rudraksas, in make-up 14" 5 

Rudramfca, Kakatiya 12, 163 
Rundha, Ghargharanga 140, 

37N 

Rupaka in Prenkhana 141 

Sabda in S. Indian dance 160 

Sabhapati 135, 41N; 

qualities of 155; high 

standard of 155 

Sacintopavesana 20N 

Sada^ra, Desi Pada 125 

Saindhava, Lasyanga 3N 

Saindhavi Prakrt 3N 

Saiva, DeSi Sthanaka 119, K0 
gaiva festivals and dance 147 


gaivism, and dance 20, 23fn., 28, 

137, 147, 151 
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^aivite dance 137 

^akatasya, Carl 112, ?o^, 

17N 

Sakatasva, Karana 47, 54, 106, 

112, 22 N 

Makati, De$I Cari(-Pada) 126, 

33N 

Sakti 136 

Salaga-suda-nrtta in Perani 141 
Salagasuda paddhati 
Sama, neck 

Sama, Vadya prabandha 

Samahasta, opening play 

drum 159, 160 

Samahasta, Vadya in Perani 140 
Samahasta, Vadya prabandha 

38N 

Samakartari-lohadl, Desi Karana 

121 

Samakartaryancita, Desi Kara¬ 
na 121 

Samalagna, Padanguli 16N 

Samana, Vadya prabandha 

Samanakha, De£l Carl (-Pada) 

125 


142 

on 


Samanakha, Karana 39, 59, 91, 

’ 120, \so, 22N 

Samanakha, Pada, Kuttita 32N, 

w mm 7 

33N 

Samanakha and Samapada 128 
Samanyabhinaya 2N 

Samapada 115, 120 

Samapada, Carl 38, 39, 120, 

17N ; different writers* on 

38-9 


Samapada, De.4l Sthanaka 119 
Samapada, in entry 160 

Samapadanikutta, Desi Pada 125 
Samasuci 120 

Samasucika, De$I Sthanaka 119 


Sajiibhranta, Karana 
27N; comparative 


55, 

study of 
110 


Samdamsa, Hasta, varieties of 


7N ; uses of 7N 

Samdamsa, llasla, in entry 160 
Sariihata, Desi Sthanaka 119-20 
Samhata Pada, same as Sama¬ 
pada 120 

Sammukhatala, arm 75 

Samodvrtta, Desi Pada 124 

■ 


Samosaritamattalii, Can 53, 18N 
Sampradaya, convention ^6N 

Sampradiiya, tradition regarding 
ensemble 154; lakSana of 

* m 




Samudaya (ensemble) 154; lar¬ 
gest, large, middling, small, 
smallest 154 

Samudga. lip 4N 

Sarnyuta Plasta(s) 35, 51, 56. 74, 



Sancari, Drstis ^ 

Sancarita, Desi Carl (-Pada) 126 
Sandohta, Desi Car! (-Pada) 127 
Sanghattita, Desi Carl (-Pada) 

126 

Sanelta, works on 5-8 

Sanglta Cintamani, analysis of 
. 6fn. 

Sanglta Meru, work, nature of 

81 

Sanglta Ratniikara, Telugu 
gloss on 24 ; indebtedness to 
Abhinava Bharat! ?3, and 
Nrtta Katnavall 73; mutual 
chronology 73; known to 
Jaya 74-u ; parallel passages 
in Nrttaratnavall and,* 76-7 
Sanglta Samaya Sura, date of 
77-9; evidence from Nrtta 

* m 
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Ratnavall on the date of 
78-9; defects in the T.S.S. 
edn. of 78; mss. of 78; 
authorities quoted in 78 

Sangita Saramrta, discovery of 
dance chapter of 8 

Sangitasuryodaya, analysis of the 
ms. of 31 fn. 

£ankaragitas 28 

Sankulanrtta, group-dance 156 
Sannata, Karana 48, 54, 25N ; 


comparative study of 

104 

Sanskrit, classical 

116 

Sanskrit literature under Kakatl- 

yas 

llff. 

Sapa, use of Dvisikhara 

15N 

&ara, use 


£arad 

W 

Sarala, Bahu 

75 

Saras vatlkanthabharana, 

■ • • 

Tala in 

PeranI 

• 

140 

Sarasvati Mahal 7 ; See TMSSM 

Library 


Sarika, Desi Pada 

124 

&arirabhinaya 

2N 

Sarngadeva parallels with Java 

37; and Jaya 73fl, 

4 N if; 

versifies Abhinava 

Bharat! 


38 

Sarhg 'paui Temple 87-9 ; 

, Kara- 

na-sculptures in 87fif; 

his lory 

of 

89-90 

SarpasTrsa, Hasta 


Sarpita, Karana 107, 27N; com- 

parative study of 

106 

&astra 

11 

Satahrada, lightning movements 

in Kandukanrtta 

r 

150 

Satkona, Desi Pada 

• * • 


Sattva, use 



Sattvikabhinaya 2N, 9N 

Satya, use 

Saurastra, dance-mode of 28 
and Per.ini 140fn. 

Sausthava 132-3, 157, 

19N 

Sausthava, Desi Lasyanga 29, 
129, 134, 33N; explained 

130 

Sayana(Sapana), use of Dvis'i- 
Jchara 14N, 15N 


Seasons, songs suited to 145; 


song and dance of 145; 
dance of 146 

Sentiment, in dance 132 

Shadow-plays 20, 23fn. 

Shorts in dance-dress 21, 23fn., 

144 

Shoulder 5N 

Sidgaka, (Jparupaka 2N 

■ 

Sikhara, Hasla 41.42N 

3iksa, practice of dance 160 
Simhucalam 13 


Simhakarsita, Karana 48, 55, 
27N ; comparative study of 

108 

Simhavikridita, Karana 55, 28N ; 

• • 

i omparative study of 108 
Singabhupaia, quotes Puisvadeva 


78 

Siiiganabhatta 32 

Singers 30, ^yy 

Singhana, Yadava king > l -4 

Si r as, Abhinaya 6fn. 


Siribhira(-hara), Ghargliaianga 

140, 37N 

Siripata(-piti), Ghargharanga 140. 

37N 

Siro-bhedas 115 ; additional 42 
6iro-bhramari 123, 
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Sitting poses ^ 

&iva, and dance 107, 200, 

IN ; promulgator of Nrtta 
and Tandava 29, ^ 2N ; 

and Tandava 2N, 3N ; Sada- 
siva ^ • dance by ^ * as 

Kirata, hunter 151; doing 
Karanas 87; Tandava of 142 
-hymn 

§ivapriya, Deft dance 35, 117, 
147, 39N Saivite 147; 

instruments in 147 ; make-up 
in 147 ; ^aiva songs in 147 ; 
patterns in 147 

Skhalatpada, alternate name of 


Mattalli Carl 

53 

Skhalita, Karana 23N ; 

compara- 

live study of 

107 

Skhalita, Pada 

48 

Skhalita, use of Karana 107 

• 

Skandhancita, Desi Karana 121 

Skandhonnata 

115 

Sky 


Slesa, double meaning 

!61, 

» o °. w, w. 

42 N 


Smrti 

• 

11 

Snigdha, soft style 


Snigdha, Sthayi djsti 

56 

Soft dance 

133, 161 

Soka, use 

W 

&oka-kfta, Asana 

20N 

Soka-upave$ana 

20N 

Sol(Bol) 

36, 40N 

^olkattu 

• m 

133 

Soma, minister 

11, 19 

Somanatba, Pilkuriki, 

music in 

the works of 21fn., 26fn.; 

value of his works for dance 


history 22 ; extracts from his 
works on dance 22 - 8 ; on 
Desi Lasyangas 164 

Some£vara, Jaya’s indebtedness 
to 37, 67, INff.; importance 
of his treatment of dance 
68 ; divergences from 
Bharata in 68 ; source for 
Deft material 68 , 117; earliest 
source for some non-Bharata 
material 69 ; Jaya’s citations 
from 69-71 ; quoted by 
Paisvadeva 78 ; on Gondall 
134; date of 135 

SomeSvara shrine, Kumbha- 
konam 89 

Song(s), interpretation of 132; 
seasonal 145; Carcarl 145; 
Deft 145; Abhinaya of 145; 
DvipadI 145; on &iva 147; 
in Dravidian language 148 ; 
Cindu 148 ; in Kandukanftta 
150; philosophical 151; 
£aivite 151 ; Dohaka (Dod- 
haka) 151 ; feelings in 158 ; 
and dance, accord between 
158 ; and instruments, accord 
between 158; and throat 

158 

Songstresses 163 

South India, dance-forms in 
152-3; repository of tradi¬ 
tion 5 

South Indian, dance 39 ? prac. 

tice in 157; music and 
dance, Telugu contribution 
to 33ff.; Tanjore’s contribu¬ 
tion to 33fF. 

Sphurika, Deft Pada 124 

Sphurita, Deft Carl (-Pada) 126 
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Spring, dance, Carcari 145 

season, song and dance of 


145 

* 

Srama, practice 36N 

£rlgadita, Uparupaka 2N 

^rlsailam temple 20 

Srkkanuga, tongue 4N 

Srnganacarya, dance authority 

32 

Srngara rasa 145 

^rnkhala(-lika) 39N; formation 
by three dancers 143; other 
descriptions of 144 

Stabdha (Padanguli) 16N 


Stage 35, 159, ; for dance 


71 ; air-conditioning of 
preliminaries IN 

Stambhakildanika, Dei! Carl 

(-Pada) 126 

Stand, in dance 130; picture-like 

133 

Stateliness 132 

Stemma Codicum 5 


Stbanas(-kas) 22, 27fn., 35, 38, 
63, 70, 76, 83, 19N, 

21 N; grammatical explana¬ 
tion of 6.0 ; of women 42, 76, 


< 1 \» 

Sthanas(-kas), Desi 35, 116, 

119ff.; Desi and Marga, 
comparative study of 

119-20 

Sthapana, Desi Lasyanga 129, 
33N ; explained 131 

Sthayas in music 24fn, ^ ; 
Distis of ^ ; part of a 
Riga ^ 


Sthirahasta, Angahara 40 

Sthita, use 


Sthuna, post for dance-practice 


36 

Sticks, short, dance with 46 
Stilts, walking on 25fn. 

Story-tellers 30 

Strldar£ana, use 3 V 9 

Students, suited for dance 35 
Styles of dancing in Desl-dances 

142 

Subrahmanyam, R. Dr. 89fn. 
Suca 24fn. 

SucI, Carl 105, 111, 18N; Desi 
Carl (-Pada) 127 


SucI, Hasta 49, double 

SucI. Karana 102, 23N *, compara¬ 
tive study of 105 

SucI, Pada 93, 103, 120. 128, 

16N, 23N 

Fuclmukha, Hasta 58, 101, 

42N 

Sucividdha 21N 

Suclviddha, Karana 

24N; comparative study of 

105 

Sucvanta. DeSl Karana 120, 122 
Sucyasya, Hasta 5N 

Suda Nartana 35 

Suda paddhati in Desi dances 
142; two kinds of 142 

Suddha paddhati 36N, 

, 39 N 

Suddha^aiva matha 163 

Suddhasuda paddhati 142 

Sugitavadyata, DeSi Lasyanga, 
explained 132 

Suka, Desi Lasyanga 35N, 130 
Sukalasa, De$I Lasyanga 129, 

33N ; explained 131 
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Sukumara, dance 142 

Suiiilia, country 149 

Summer 
Sun, use 

Suppleness of limbs 132 

Susaiv.’dii, DesI Lasyanga 130, 

35N; explained 133 

Susiia 6fn. 

Susk.tmta in PeranI 141 

• *- • 

^uskavLdya 159, 36N 

Svabhavika, Pada 16N 

Svaradi, musician 

S vast ha, Asana 
Svasthalasa, Asana 

Svastika 29 N 

Svasuka, DesI Pada 124 

Svastika, DesI Stlianaka 119 
Svastika, Hasta^s) 48, 104, 10b, 

5N, 6N, 12N 
Svastika, Janghli 98, 108 

Svasuka, Karana 23N, 27N 

Svastika, Pada 93, 94, 96, 98, 
102,104, »i0-l, 119-20 
Svastikalaclita, DesI Pada 124 

Svasiikarecita, Karana. compara¬ 
tive study of 91 

Svastikavicyuta, DesI Pada 125 
Svastikodvrtta, DesI Pada 125 
Svati, uaksatra 

Svayambhulmgesvara temple 20 
Swayinzs of limbs 148 

Swinging 153 

Sworus and dance 153 

Syandita, Carl 108, 

Tadana. foot 123 

Tadana, use ^y 

ladita, Pada 16N 

Tadita, Pata 32N 

Tadpatri temple 32 

Takara in Gondall 137 

9 & 


Tala, DesI Lasyanga 130, 133, 

35N 

Tala(s), 26fn.; 30, 133, 160, ^ 

• keeping of 111 ;-beats 

133: in Gondall 137; in 
PeranI 139, Nissaru ! 40; 
Garugi 141 ; Sarasvatlkan- 
thabharana 141 ; Dhruva 

ft 

141, 3oM ; Matta(Mathya) 

141 ; Adda 141 ; Rasaka 141, 

145; Eka 141 ; Canda Nis- 
* • • 

saru 141 ; Varna 145 

3 9 

Tiilabhanjana, Rarana-use 22N 

Tala-compositions 160 

TaladarsinI, DesI Carl (-Pada) 

126, ?<^ 

Talahati, Pada 16N 

Tala instruments 80, 147; cym¬ 
bals 1 47, 154 ; bells 14 ; 
Pataba 147-8 ; lludukka 147, 
150, 154, 159 ; Mrdanga 147, 
151 ; Karata 147, 15i. 154, 
159; Kirikittaka 147; Sukti- 
vadya 147; Tambatta 148; 

Ghatasa 150; Kahala 154, 

• * 

159; Kinkinl 151; DesI 
Pataba lt>4, 159, Conch I 54, 
159; Flute 154; positions 
, in orchestra of 159 

Talainukha, Hasta 12N; use of 

12N 

Tala prabandha 30, 161 

Talapuspaputa, Karana 59, 103, 
120, 22N; comparative study 
of 90-1 

Talasamsphotita, Karana 26N; 
comparative study of 103, 

106 

Talasancara, Pada 91 
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Talasanghattita, Karana 55, 93 ^ 

28N ; comparative study of 

109 

Talasarpanika. Dtii Cari (-Pada) 

126 

Talatadita, Pata, De$l Pada 124, 

32N 

Tala-variations in De$I dances 

142 

Talavilasita, Karana 48, 54 26N; 
comparative study of 98 

Talavrnta, Hasta, alternate 
name 12N 

Talodgbattita, De^I Pada, P 5 ta, 

124, 32N 

Talodvrtta, De$I Carl (-Pada) 


126 

Talotksepa, De^I Pada 124 

Tambatta, Tala vadya 148 

Tamil 13fn., 23fn. ; dancer 30; 

-region, dances in 152 

Tamracuda, Hasta 42, 58, 68 
Tanakas 22. See Sthanaka 
Tanas, head-movements 115 


Tandava, and &iva and Tandu 
’ *34, 102, 133, 138, 142, * \ t 

1N-3N ; constituents of 142 

Tandu, teacher of Tandava 47. 

49, IN, 3N 

Tandu, Bhatta, value of Jaya’s 
text for the tradition of 37; 
relation to Klrtidhara 49; 
and variants in Bharata’s 
text 49; a prayogavid 50 ; 
treatment of Vartanas by 
50; 8 nd Klrtidhara, mutual 
chronology of 51 

Tanjore, the high water-mark of 
dance style 34; Bhagavata 
dance in 53 


Tanjore Temple 112; Karana 


sculptures in 87flT, their date 
88 , their nature and value 

87ff. 

Tara ^ 

Tark^yapaksa, Hasta 49, 50 
Taruna-mada, use of Cirl 18N 

Taste, refined 

Tata-vadya 6 fn. 

Tattala, De$I Cari (-Pada) 127 

Tattva y^ 


Tavani(Lavani), De$I Lasyahga 

129, 34N 

Technical works, textual prob- 
lenos of 4 

Technique ]33 

Teeth 4N 

Telengana lOfn.llfn., 12 fn. 

Telugu contribution to music and 
dance 33flf. 

Telugu country 10 . See Sndhra 
Telugu diction 34 

Telugu, its role in dance-tradi¬ 
tion 33 

Telugu Literature 13, 14, 20 ; 

dance in 20 ff. 

Telugu Padas 33 

Telugu-Tamii area, dance texts 
of 148 

Temple(s) 19; music and dance 
in 23ff., 163 

Temple, Big, Tanjore 164 

Tempo 131-3, ^39 • varia¬ 

tion of 132; slow 140, 144; 
fast 144 

Text of Nrtta Ratnavalf. correc- 
tion, reconstruction in 
135fn., <^, 

w, w, tv-**, m, 

27N, 31N, 35N, 37N, 41N; 


27 
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gaps in IS9; unsatisfactory 
portions in 158 

Textual {problems 3. 4 

Tharahara, De$I Lasyanga 129, 

132, 34N 


Tiryanmukha, De$I Carl (-Pada) 


T.M.S.S.M. Library 
Toe-movements 

Tom-tom 



126 

3 

16N 

148 


Theatre 42, 154-6, 41N, 42N; 
three types of 35, 154, 41N ; 
three sizes of 154, 41N; 
Bharata on 154; parts of 
154, 41N; measurements of 
154, 41N ; curtains of 154; 
seating in 154-5, 42N; 

decoration of 154, 41N; 
place of orchestra in 155 

Theva, De4i Lasyanga 29, 130, 

132, 35N 

Thevani, De$I Lasyanga 34N 
Thighs, actions of 22, 27fn. 
Thousand-pillared hall, Chidam¬ 
baram, dance-sculptures in 

Throat and song 
Thukali, De£i Lasyanga 
Tillana 

Time-keepers 

Tiripa, De£i Bhramari 
Tirmana, in dance 
Tirumala Nayak, king 
Tirumalaraya Saluva, king 30 
Tiruvannamalai, Karana-sculp- 
tures in 87 

TiryagaScita, De£i Karana 122 
Tiryagunnata 115 

Tiryakkarana, De£i Karana 

120-2 

Tiryakkuncita, Desl Carl(-Pada) 

126 

Tiryaksancarita, De£l Cari 
(-Pada) 126 

Tiryaksvastika, De$i Karana 122 
Tiryaktala, arm 75 


88 

158 

134 

154 

131 

34 


Tongue 4N ; movements 69 ; not 


in Bharata 69; given in 

i 

SomeSvara 69 

Traditions, divergent 42 

Training 160; completion of 157 

Tretagnis, use 

TretaYuga IN 

Tribhangl, De£i Sthanaka 119 


Trikani, De£i Lasyanga 129, 131, 

J3N 


Trikona, De$I Pada, Pata 125, 
• ■ 


32 N 

Tripataka, Hasta 49, 12N 

Tripuradaha, Dima IN 

TriSula in Cintu-dance 148 

Trumpets 147 

Tryasra, neck 

Tuduka(Tunduka) 38N 

Tukali(Dbukali), De£l Lasyanga 
29fn., 129, 134, 33N; 

explained 131 

Tulaja, knows Jaya 85. See 


Sahgitasaramria 

Tunduka (Tuduka, Tundaka), 
% 

instrumental composition 

160 

Tungadhanvan, king 149 

Tunga-namrata (Kharvata) 157 

Uccala(-lita), Vadya prabandha 

Yati in Gondali 137 

Udbhata, on Hasta pracaras 75, 

9N, 10N 

Uddhata, vigorous style 

dance in 141 
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Uddhata-parikrama, use of a 
Karana 98 

Udghattana, in dance 21 

Udghattita, Karana 23N ; com¬ 
parative study of 111 

Udgraha 

Udvestana, De$I Pada 124 

Udvestita, Bahu 75 

Udvestita, Hasta Karana 

Udvrtta, Cari 54, 108 ; alternate 
name of 54 

Udvrtta, De$I Pada 125 

• * 

Udvrtta, Hasta 12N 

Udvrtta, Karana 48, 26N ; com- 
• • 

parative study of 108 

Udvrtta, lip 4N 

Udvrtta, Pata 32N 

• • 

Ulbana, Hasta 5N, 6N 

Ullala, (Ullola) Desi Carl 

Ullala, Desi Lasyanga 129 


Ullala (Ullola), Desi Pada 124, 

31N 

Ullasa, Desi Lasyanga explained 

131, 33N 


Unified display 131 

Unmatta, Karana 24N 

W 9 

Unnata, neck 

Unnata, tongue 4N 

Upadhyaya, dance-master 77 ; 

laksana of 40N 

• • 


Upangas of dance 21, 27fn., 35, 

38, 68 

Uparupakas, Nrtya, varieties of 
43, 45, 153, 2N ; Abhinava- 
gupta on 2N ; Bhoja on 2N ; 
Kobala on 43 

Upa£ama, PeranI vadya 140 

Upa£ama, Vadya prabandha 38N 


Upasrta, Karana 48, 54, 26N ; 

comparative study of 10B 

Upavista Sthanas 72, 76, 

19N 

UrahparSvardhamandala, Hasta 

59, 13N 

Uras 41 

Urdhvajanu 104, 25N 

Urdhvajanu, De$I Carl (-Pada) 


127 

Urdhvajanu, Karana, compara* 
tive study of 94 

Urdhvajanu, under Marga and 
Desi 128 

Urdhvalaga 121 

Urdhvamandala 13N 

• • 

Urdhvamandala, Hasta 52 

Urdhvamukha,.arm 75 

Urdhvatala, arm 75 

Urdhva Tandava 90, 97 

ft- * 

Urnanabha, Hasta 58, 108, 28N ; 

uses of 7N 

Uromandala, Hasta 5N 

• • 

Uromandala, Karana 25N ; com- 
• • • 

parative study of 98 

Uroncita, alternate name of 
Lankadahancita 72, 31N 


Urongana, Desi Lasyanga 129, 

131, 34N 

Urovartanika, alternate name of 


Uromandala 52, 13N 

• 4 

Urubhedas ' I5N 

Urudvayaiadita, De$i Pada 124 

Urudvrtta, Cari 

4 

Urudvrtta, Ktrana 55, 28N > 

• • 

comparative study of 110 

Urusandhi 

Urutadita, De£i Caii (-Pada) 126 

9 W 

Urutadita, Pata 32N 



TJruveni, De$I Carl (-Pada) 126 
Utkata (-katika), Ssana 

\\\, 31N 

Utkrsta, use ^ 

Utksepa, De& Pada 124 

Utkuncita, Desi Carl (-Pada) 126 
Utpluti Karanas, De£l Karanas 
21, 25fo., 70, 72, 76, 120ff., 
160, 9^; comparative tables 


of 121-2 ; in Prenkbana 141 
Utsanga, Hasta 58 

Utsavanandanrtta, Karana-use 

23N 

Utsarita, Bahu 75 

Uttana, Hasta pracara 75 

Uttavani, instrumantal composi¬ 
tion 160; in Gondali 137; 

• • 

in Peran! 140 

Vacikabhinaya 2N 

Vadaka 159fn. ; gunas of 

Vadya 35N ; in Gondali 137; 


in Perani 140; chapter in 
Sangita Cintamani 6fn. 

VadySksaras, rhythm-syllables 

160, 36N 

Vadya-paddhati, in dance 47; 

Buddha and Citra 47 

Vadya prabandha(s) 6fn., 159, 

W, 36N » 

38N, 39N 

Vaga, gamaka 

Vagada, Prakrt for Vikata 117, 
138, 140; Peranyanga 79; 
explained 139 

Vaggeyakara 

Vahani, graceful rendering ; 

in Perani 141 

Vaisakharecita, Karana 55, 

28N ; comparative 
study of 96 


Vai&ikha, Sthana 96 

Vaisnava, Sthana 96, 109, 111, 

119-20, 

Vaja, vadya, 35N 

Vakra, tongue 4N 

Vaksas 15N 

Vaksas-svastika, Karana 54, 59, 

24N 

Vaktravadya 36N 


Vakyarthabhinaya 
Valita, Hasta 
Valita, Karana 23N; 

tive study of 
Valita, leg 
Valita, neck 


146, 22N 
69, 6N 

compara- 

95 

91 


Valitoruka, Karana 29N ; com¬ 


parative study of 91 

Vamabandha, Mandala 

Vamaviddha, Mandala 

Vamsa nartana 20 


Varadabhaya, Sarhyuta Hasta 75, 

14N 


Vardhamana, Hasta 56, 8N ; 

alternate view of 8N 

Vardhamanaka, Desi Sthanaka 

119 

Varnasvara(-sara), composition 
36N ; in Perani 141 

Vgrna Tala 145 

Vartauas 56, 72, 13N ; of hands 

50, 116; in Kohala 50; in 

Bhatta Tandu 50 
• » • • 


Vartika, Tala Marga 



Varttita, Karana 24N; com¬ 
parative study of 91 

Vasanta, season 146 

Vasantarajiya, citations from 29 


Vatavartanika, alternate name of 
Alapadmolbana 53, 14N 



Veda 11 

Vedayata, dance 20, 138fn„ 38N 
Veddanga, dance 20 

Velanadu (-nati), rulers of 10, 

llfn. 

Velangipudi, village 163 

Vema, his indebtedness to Jaya 

39, 17N 

Vengi 9 

V eni 

Vepita, leg 4N 

Vesara, Perani-vadya 140 

Vestana, De$i Pada 124 

Vibhasa, music 46 

ft 9 

Vibhava 6fn* 

Vibhrama, De£i Lasyanga 29, 

134 

Vicara, use y^ 

Vicyutodvrtta, DeSi Pada 125 
Vidacindu, dance 148 

Viddha, action 105 

Viddha, De£i Cari (-Pada) 127 
Vidyudbhranta, DeSi Cari 
(-Pada) 126 

Vidyudbhranta, Karana 25N, 
106 ; comparative study of 102 
Vidyudbhranta, under Marga 
and DeSl 128 

Vihasi, De$i Lasyanga 130, 133, 

35N 

Vijayada^aml, dance on ! 53 


Vijayanagar 88 ; - court, times 
13; dance in 30-1, 163 
Vijayaraghava Naik, king 33-4 
Vikasi, lip 69 

Vikata 21, 117fn.; comic dance 
38N ; Vagada, Peranyanga 
79, 138-40, 37N; dances 

)39fn. ; two kinds of 138, 
140; nartaka 151 
Viksepa, Desi Cari (-Pada) 127 


Viksepavalana, alternate name 
of Apakranta 53 

Viksipta, Karana 25N; com¬ 
parative study of 99 

Viksiptaksipta(-ka), Karana 9^ 
.y 27N; comparative 

93 


w. w 

148 

26fn. 


study of 
Vilambita-gati 

Village deities 
Vimuktaka, Asana 

Vina 

Vindhavana, Dedi Cari (-Pada) 

127 

Vindhyavasini, Goddess 

dance for 

Viniguhana, of lip 

Vinivrtta, Karana 26N ; 

* • 

parative study of 
Vinyasavi^esa 

Viprakirna, Hasta 


149; 
149 
74 

coin- 
100 
vsd 
5N, 6N 


Vira Narayana, See Vema, Peda 
Komati 

Vira Rasa 145 

Virarudra Gajapati 31 

Virudha bandha, given by Tandu 

50 

Visama, Peranyanga 138, 140, 

38N 

Visamapadmasana, De$I Sthaoa 

119 

Visama Suci 120 

Visama Sucika, De£i Sthsina 119 
Visarga, lip - 74,4N 

Viskambha, Karana, compara¬ 
tive study of 111, 25N 

Viskarobhita, Asana 

4 

Vislista, De£i Cari (-Pada) 126 

• 4 

Vismaya, use 
Visnu 



Vipnukranta, Karana 27N; com* 
parative study of 109 

Viftngataka-bandha, a Calaka 

45 

Vi£ve£vara£ambhu, Kolani, ro¬ 
yal teacher 163 

Vitadita, Deft Lasyanga 130, 

133, 35N 

Vitadita, Pata, Deft Pada 125, 

32N 

Vivartana, Deft Lasyanga 130, 

133, 35N 

Vivartita, Karana 163, 28N; 
comparative study of 102 » 
painting of 102 

Vivartita, lip 4N 

Vivrtta, Karana 102 ; compara¬ 
tive study of ' 100 

Vocal music in dance 131-2 
Vocalists, leader of 153 

Vrddhacalam, Karana-Sculp- 
tures in 87ff., 102, 112; 

date of 88 

Vrsabhakridita, Karana 29N; 
• • • ' • 

comparative study of 111 

Vfsabhasana, Deft Sthanaka 

1 19-20 

Vrfcika, Karana 28N 

Vrscika, leg(Pada) 57, 87, 95, 
97, 100-1, 108, 110, 26N 
Vr£cika(ni)kuttita, Karana 

28N ; comparative study of 


96 

Vrscikarecita, Karana 28N 

■ • 

Vrtta, lip 69, 4N 

Vrttis 19N 

Vyabhicaribhava 6fn. 


Vyabhugna-kati 91 

Vyamsita, Karana 28N; com¬ 
parative study of 97 

Vyankola, Deft Karana 73, 77, 

114fn., 122, 

Vyatyasatadita, Deft Pada 124 


Vyavartita 98 

Vyayama ^ 

Warangal 20,115 

Water-depth, use o 0 

Waving of lights 161, 


Weight-lifting dance 153 

Western India and dance 140 
Wheeling movements 21, 25fn., 

138, 141, 153 


Winter 

Women-singers 154 

Yadavas of Devagiri 9-10, 73-4 

Yaksagana 30, 33 

Yantras, aids for Pindis 144 

• • 

Yati, instrumentation at the 
beginning 160 

Yati, Tala prabandha 161 


Yati, Vadya prabandha 


38N ; in Gondali 137 

• • 

Yogakrta, Upavista Sthana 72, 
76, 20N ; alternate name of 



Yogya, exercise 

Yojana, Tala 

Yonis, Yantras for doing 


Pindis 
• • 

144 



CORRECTIONS AND ADDITIONS 


PAGE 

3 


TEXT 


LINE 

1 


Read 



10 

7 

4 

13 

5 

15 

12 


13 

16 

fn. last line 

18 

5 

21 

19 

22 

4 

23 

26 

24 

21 

f * 

22 

I » 

24 

25 

22 

26 

17 

27 

12 


29 

3 


32 

11 



13 


34 

6 


37 

11 


41 

8 

Add 

42 

12 

Read 

43 

11 


44 

12 , 



14 


45 

6 



11 



srteisffew 

WtZ may be 

fed ft^cT- 
sfalT^- 

10. A. 

ST55fa% 

«fe- 

- c ^n 

the next word may 
be STRRTri&rm; c f • 25 > I- 4. 

5T 

rfd^ : - In **• 43 » il is 
* 

but here it may be 
35 tT:. 

See fn. readings 

-^r?nvn 

(^Tff5K) 

tmwsrm. 

feRlr^Tht 



216 


PAGE 

LINE 


46 

15 


47 

14 


48 

fn. t 

Add 

49 

12 

Read 

50 

2 



17 


51 

15 


53 

11 



12 


54 

11 



13 



16 


58 

18 



19 


59 

3 



8 


60 

20 

Add 

61 

13 

Read 


19 


63 

fn. 6 


65 

5 


66 

fn. last line 


67 

8 



(^np) 

TOfiJOT 

Ka$i edo. 

fa fora V 

for fa*sq?i 

s>mtrai 

arsimrorct 

fa#S«Ti- 

ssjsn 

IT**) 

vs&n 

: 

•5s 

difference 

fas* 

Delete the fn. ‘fasn:’ ctc * 
here probably means 

Lajja or bashfulness, in 
which the young lady's head 
is down and eyes rivetted on 
footnails. 


)9 

9 


(araR*:) 

68 

9 


In the gap in Jaya’s verse 




a verb corresponding to 
in N.$. should occur. 

68 

fn. 1. 6 

Add 

Ananda£rama edn. 

73 

4 

Read 



11 



74 

8 




10 


-v_Cut 
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PAGE 

LINE 
fn. 1. 20 


75 

5 

Delete 

76 

* 

7 

Read 


*■ 

11 



14 


78 

2 



15 


80 

9 



18 


81 

16 


82 

13 


84 

4-7 



89 

4 

97 

9 

101 

4 

fn. 1. 9 

104 

14 

105-143 

Top-title 

109 

4 

110 

9 

112 

9 

116 

3 

9 

118 

6 

119 

5 

10 

120 

8 

126 

7 

127 

6 


28 


<jT*gtar, sH^rit 

the title in 

brackets 

anfosr, -fsraisf^r 

«?«fT5TtiT 

(arifsrcn) 

may be *ypgf— 

[sTTOi:] 

or “8rai:, afisr- 

cn: 

The name ma y 

see fn. reading 
cnffc; an d Bharata XII. 206,. 

^€T Weft 

( ) 

incorrect 

-ff3 

arfe^rrr snot 

»v 

feRtroff 

rRSl$: 

(f^I^TRT^ ) 

' •% 

( eiaizieliWSH ) 

i^r fibnsi 




PAGE 

LINE 


129 

15 


133 

3 

TO 

135 

2 

^nrer; c f' S.R. VII. 709 

140 

4 



10 


145 

fn. last line 

srgfsh* 

146 

2 



fn. last line 

p. 162 

149 

8, 9 

The sign § should be before 
line 9 

150 

14 


151 

7 



15 


154 

11 

The fn. reading 
is better 


13 

*tRcTT 

158 

1 

-3* 


13 


159 

7 

clHr- 

160 

1 


9 



162 

15 


164 

5 


171 

5 


172 

14 


174 

2 Add 



6 Read 


175 

8 

55fe^cTSrf^55fe^RlH 

m ^ 

176 

5 

11 II F rom here, the num¬ 

bering has gone wrong by 
three numbers 

178 

4 

a*5t5f|3, ( aatefea) 

182 

1 

i 

184 

w 

1 

3**ro*3f 


4 

is found as 

in 184. 81 





219 


PAGE 

LINE 



186 

9 




13 


VST. Earlier, in 181. 15, it 
is given as 

189 

3 




6 


m 


9 


to) 


fn. 1. 7 


Jhanka 

190 

3 




6 




9 



191 

fn. 1. 12 



193 

1 


JTWPTT- 

196 

7 


Earlier in 189. 5, 






11 


II \V( II 


5 


33 ^ may be meaning 




‘side’ 

203 

Page number 



205 

fn. 11. 1, 2. 


corrupt 

206 

fn. 1. 6 


is likely 

208 

11 

Add 

term) 

214 

9 

Read 

-5JRTT1 ; 


fn. 1. 12 


S.S. Sara, Introduction 

219 

6 


*11^91 

220 

fn. 1. 7. 


danseuse 


fn. 1. 10 


Jaya’s 

225 

fn. 1. 16 


There is 


fn. 1. 19 


one as given in 

226 

13 



229 

11 


The colophon should more 
properly be 




or simply jftugsft- 

230 

1 



231 

fn. 1. 14 


Vancha 

235 

16 


f^T- 



220 


PAGE 

LINE 


239 

15 



fn. 1. 9 

It may 

248 

fn. 1. 7 



fn. 1. 17 

danseuse 

249 

fn. 1. 4 

may be 

254 

6 


255 

fn. 1. 1 

unindicated 



INTRODUCTION 

PAGE 

LINE 

READ 

8 

1 

Nrttaratnavali 

* 

12 

19 

KXfCATIYAS 

13 

fn. 1. 5 

Catalogus 


fn. 1. 8 

II 

17 

2 

Prataparudra 


5-6 

no material 


27 

nirmurdhanya 


28 

Suri 

18 

17 

&astra 

20 

34 

is an obscure imitation 

21 

8 

shorts is 


16 

Udghattana 

23 

fn. 1. 6 

£aiva 

27 

2 


29 

19 

Sanglta Cintamani 

38 

fn. 11. 11 
and 13 

Samapada 

39 

13 


48 

20 

Carl 

51 

22 

Abhinavagupta 

54 

18 

Vaksahsvastika 

• m 

60 

23 

based on 

73 

22 

$arngadeva 

75 

20 


76 

15 

correspondence 

78 

13 

written 


14 

12th Century 
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PAGE 

LINE 

READ 

81 

35 

specifically 

85 

1. 2 from 
bottom 

dance 

86 

21 

probably 

88 

8 

systematic 

91 

5 

sculptures 

92 

20 

in the 


1. 3 from 
bottom 

Aksiptarecita 

96 

13 

both 

99 

7 

Tandavalak$ana 

105 

20 

floor 

108 

11 

identifying 

112 

2 

given in 

117 

19 


120 

7 

Samhata 


9 

Carls 

128 

20 

Karihasta 

129 

25 

Tukali 

131 

20 

graceful 

135 

7 

assigns 


fn. 1. 1 

Anandasrama 

136 

9 

rhythmic 


28 


139 

fn. 1. 2 

Panditaradhyacarita 

150 

1. 2 

lightning 

151 

1. 27 


159 

11. 14, 19 

Samahasta 


1. 23 

Jodaru 

• 

162 

1. 34 

°vyakarana° 


NOTES & INDEXES 

PAGE LINE READ 

6 last line observation which Jaya 

7 19 by 

9 26 riat i% 

> 

14 15 the Alapadma 
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PAGE 


LINE 

READ 

IS 


25 

SS 

18 


30 

* 


33 


4 

Sftkatl 

• 



26 

Ladhi 

4 



31 

Sukalasa 

36 


26 

dhruvo 

45 


7 

116 

48 


ft 

arts® 

s6, 

56 

11. 4,1 


53, 

54 

11. 7, 10 


67 


19 

«B*3® 

78 


1 

TO® 

134, 

136 

11. 28, 19 


154 


1. 5 from 
bottom 


157 


7 


164 


17 

t*»° 

173 


13 

46 

178 


27 

dancer 

181 

✓ 

1. 8 from 
bottom 

Chidambaram 

182 


1. 2 

Sthana 

185 


1. 8 from 
bottom 

Drsti 
* • • 

193 


5 

tf 

192 


26 

Akasa 

204 


6 

Sakati 

• 




